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ABSTRACT 
A POSTMODERN CRITIQUE OF THE LITTLE RED RIDING HOOD TALE 
SEPTEMBER 1999 
BARBARA SMITH REDDISH 
B A., UNIVERSITY OF MASSACHUSETTS AMHERST 
M.Ed., UNIVERSITY OF MASSACHUSETTS AMHERST 
Ed.D., UNIVERSITY OF MASSACHUSETTS AMHERST 
Directed by: Professor Masha K. Rudman 
One resource to which children might look for role models is in the 
available literature. Stereotypically sexist depictions of girls and women in 
literature may serve not only to reinforce sexist attitudes in society, but also to 
impact the psychological development of females. Little Red Riding Hood is a 
classic example of a stereotypically sexist depiction of the protagonist, whose 
traditional portrayal ranges from polite and naive, to carnal and seductive. 
This study is a qualitative critical analysis of the Little Red Riding Hood 
tale, from its oral beginnings to the latest contemporary retellings of the 1990’s, 
examining the protagonist’s depiction through both text and illustration. The 
retellings span six decades and are separated into three distinct categories to 
correspond with particular intellectual movements to which they conform; 
Traditional, Modem, and Postmodern. Books which fall into the Traditional 
v 
by updating the story, but the changes are usually superficial ones. The books in 
the Postmodern category are retellings that make more meaningful changes to 
the tale by addressing the political implications of the story, taking a critical 
look at the protagonist’s portrayal. 
This study examines how Little Red Riding Hood’s image has changed 
over time, rather than asking if she has changed. Change is inevitable and not 
always a forward progression. Change can be a step backward and serve to 
reaffirm, rather than to dispel sexist stereotypes. When superficial changes to the 
story are made, depicting the protagonist in contemporary clothing for example, 
with no regard to her thoughts and actions, the reader receives a mixed message. 
The protagonist may look like a twentieth century young girl but may still 
behave according to 17th Century social standards as set forth by Charles 
Perrault who purportedly first penned the tale. 
While Little Red Riding Hood’s outward appearance changes (clothing, 
landscape) sometimes dramatically, throughout her written history, her inner 
personality characteristics with which we are so familiar; the naivete, 
unwavering politeness, and pleasant demeanor, often remain constant and serve 
to define her as the quintessential victim. 
vi 
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CHAPTER 1 
INTRODUCTION 
The focus of this study is 1) to examine gender relationships in the 
traditional European fairy tale. Little Red Riding Hood, through the analysis of 
text, illustrations, and discourse, and 2) to determine which of the literary motifs, 
related to gender, from the Kinder und Hausmarchen version of Little Red 
Riding Hood, have integrated themselves into contemporary children's literature, 
thereby tracing contemporary gender depictions to the fairy tales read by 
contemporary readers. 
The books examined in this study are classified into three categories; 
Traditional, Modem and Postmodern. The criteria used for placement of 
particular books into their respective categories are date of publication and 
political tone of the retelling. Initially the books were sorted by date of 
publication from which emerged common threads that ran through books 
published in the same era, or decade(s). The common threads are the political 
undertones of the books that correspond with intellectual movements, hence the 
Traditional, Modem, and Postmodern categories. 
As a text, Grimms’ Tales can be viewed from numerous perspectives, 
depending on the reader's predisposition and interests. Four perspectives have 
dominated Marchen [European folk and fairy tales] research in the recent past: 
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Freudian, Jungian, Marxist and Feminist. The Freudian perspective relates the 
tale to the psychoanalytic theories of Sigmund Freud, suggesting that Little Red 
Riding Hood is the ego, mediating between the superego, or authority, of mother 
and grandmother, and the uninhibited, pleasure seeking id of the wolf The 
Jungian perspective is characteristic of the psychological doctrines of Carl Jung 
which consider folk tales and myths as a venue to the discovery of the 
unconscious. To Jung, individual characters of the folk tale are seen as 
components of the personality. The protagonist's intimate relationship with the 
wolf, for example, may symbolize a vital confrontation between the conscious 
and the unconscious; the external and the internal worlds. Marxist interpreters 
see the wolf as a victim of a consumerist society who must struggle to attain 
those things, like food and shelter, that should naturally be available to him, while 
a feminist perspective is one that is focused on issues of gender; male/female 
relationships and the portrayal of females through illustration and text. From a 
feminist perspective, Little Red Riding Hood is viewed as the vulnerable victim 
of the wolf and she is consumed/raped by his carnivorous and voracious appetite. 
Because these four perspectives impose unique limitations on the researcher, this 
study takes a Postmodern perspective of the Little Red Riding Hood tale; a 
perspective that acknowledges a multiplicity of issues and is not restricted to a 
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singular viewpoint. Of the many interpretations I have seen of the term 
Postmodern, the definition that I have found to be most definitive is that of Moss: 
...postmodernism pictures a subjective, relativistic world which is 
so full of contradiction and so dependent on individual observers 
for its definition that there is little certainty about anything. 
Building on poststructuralist thinking, it also posits a view of this 
observing self as decentered, as a product not of individual 
consciousness but as the meeting point of a plurality of discourses 
so that the human being is not a unity, not autonomous, but a 
process, perpetually in construction, perpetually contradictory, 
perpetually open to change (Moss, 1992, p. 44-45). 
With what begins as a seemingly non-definition, i.e., “there is little 
certainty about anything”, comes a deeper understanding of the intricacies of the 
human condition; the world is ever evolving and unfolding before our eyes and 
with it comes a multiplicity of perspectives. A postmodern perspective is not one 
that is undefined, but rather one that recognizes diversity and pluralism, not in 
superficial ways, but in meaningful ways that are internalized and practiced in our 
daily lives. Moss’s definition continues, 
... [postmodernists have a general] concern with ontological rather 
than epistemological matters. Rather than being concerned with 
knowledge about the world by asking such questions as: ‘How 
can I interpret this world of which I am part?', postmodernism is 
more interested in problems of modes of being, with such 
questions as: ‘What is a world? What kinds of world are there? 
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How are they constituted and how do they differ? What happens 
when different worlds are placed in confrontation or when 
boundaries between worlds are violated?’ The result of this shift 
from the ways of modernism to postmodernism is an increased 
self-consciousness in art and writing, an exploration of the limits 
and possibilities in art and of the past which informs it” (Moss, 
1992, p. 44-45). 
The Postmodernist has no hypothesis to test, no clinical laboratory in 
which to observe experiments. The Postmodernist observes the world in its 
natural state, with all of its infinite variables. What does happen when different 
worlds are placed in confrontation? Females/Males, Blacks/Whites, disabled/able¬ 
bodied, young/old, etc. Do these two worlds meet on an equal playing field, or 
do their worlds conflict, and how so? To answer these questions, one must break 
down and analyze multiple aspects of the question looking not only at the 
historical playing field but also the discourse, the environment, the power 
differential, the individual circumstances, and so on. A Postmodern analysis of 
the Little Red Riding Hood tale examines the protagonist’s setting, her 
relationships with others, her speech, her actions, and her appearance, as well as 
the unique circumstances inherent in each retelling. 
My personal fascination with Grimms' Fairy Tales lies in their pervasive 
nature. Throughout my childhood the more commonly known tales were a staple 
of children's literature that could be read from a book or recited from memory. 
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The tales were told in my home, in the homes of my friends, and at school, and 
images from the Grimms' Tales still abound. This saturation with the tales has left 
a lasting impression, and therefore I feel that it is worthwhile to take a closer, 
more critical look at them. It is not unlikely that children who have had similar 
exposure to the tales have internalized their misogynist directives, as might have 
been the intent of Charles Perrault. Although there are varying opinions on the 
matter, some say his retellings of the tales were written specifically as primers for 
proper social behavior. Others believe the tales were written for the specific 
audience of the King’s court, while others suspect that it was Perrault’s own son 
who actually penned the tales. 
I am particularly interested in the story of Little Red Riding Hood whose 
tale is a cautionary one, and the extent to which her legacy has been mirrored in 
contemporary children's literature. Little Red Riding Hood's name has become 
synonymous with innocence and naivete. This titular protagonist's saga has 
survived for centuries and has been retold countless times, from purportedly 
authentic traditional versions, to modem day irreverent parodies. Little Red 
Riding Hood remains one of the most readily recognizable and well known fairy 
tale characters today. Her legend still lives in the consciousness of contemporary 
children's book authors and illustrators who retell her story, and numerous 
versions are readily available in bookstores and on library shelves. Some 
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retellings appear as toned-down versions of the traditional Grimm or Perrault 
tales, eliminating the more graphic images of Little Red Riding Hood in bed with 
the wolf, or of the wolf eating Little Red Riding Hood. Other retellings, such as 
that of Beni Montressor, strive to more closely mirror the Grimm and Perrault 
versions, while still others portray Little Red Riding Hood as a thoroughly 
modem girl in a contemporary landscape, such as Michael Emberley's Ruby, for 
example. The retellings are as diverse as the interpretations of them, placing 
Little Red Riding Hood in settings that range from urban cityscapes, to 
Southwestern deserts, even depicting her as a rodent (see bibliography). 
My own interpretation of the tales is one which draws on the principles of 
postmodern feminist theory. This perspective, or terminology, Postmodem 
Feminist Theory, differs, for me, from the more conventional, or limited feminist 
perspective of the tale. Postmodern feminist theory is a broader perspective that 
recognizes women's issues as being an integral part of the human experience, 
versus a separate struggle waged primarily by white, middle class, academically 
privileged women. The term postmodern is a complex one with multiple thrusts 
and, for the purpose of this study, I use the term to define a lens that embodies a 
social awareness and political consciousness, through which to view the body of 
literature Based on various readings such as those by Weir, Lather, Garry, 
Pearsall, and others which influence my understanding of the term, I define 
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postmodern as a movement that evolved as a political reaction to those 
philosophies and practices of Modernism that strive to break with the past. 
Modernism is a broad term used to refer to a whole range of artistic movements 
mostly in the first half of the 20th Century. The emphasis of which seems to be on 
form rather than content and represents a deliberate agenda of challenging 
traditional forms of expression. 
Postmodernists argue that you can only know something from a particular 
position - which challenges the notion that there is an objective truth and that the 
truth can be learned from traditional scientific methods. We cannot reason 
outside of our own time and space, our own reality, and therefore, truth is 
whatever our interpretation of truth is. 
Statement of Problem 
Children’s behavior is patterned, in part, on their role models, and one 
resource which children might look to for role models is in the available 
literature. "It is essential to teach girls about women of achievement who 
preceded them, which empowers [girls] and provides them with role models" 
(Napier, 1992, p.12). It is entirely possible that stereotypically sexist depictions 
of girls and women in literature could serve not only to reinforce sexist attitudes 
in society, but also to impact the psychological development of females. Many of 
the Little Red Riding Hood tales exemplify a stereotypically sexist depiction of 
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the protagonist, whose portrayal ranges from polite and naive, to carnal and 
seductive. 
Framework for Purpose of Study 
I draw on a variety of related disciplines for the theoretical framework 
which informs and contextualizes this study. The postmodern feminist theory 
which drives this study of children's literature is borne of comparisons among 
traditional child development theorists (Freud, Erikson), more contemporary 
moral developmental theorists (Gilligan, Belenky), and the postmodern feminists 
(Garry, Weir), whose view of women and women's issues encompasses a 
multiplicity of voices. 
Many of the traditional child developmental theorists structured their 
models of human development primarily on male behavioral norms, ignoring 
females altogether. More contemporary theorists, however, have recognized girls' 
development as unique and set apart from their male counterparts, focusing 
primarily on females. A postmodern view is one that strives for a more inclusive 
and pluralistic perspective of the human condition. 
Purpose and Rationale of Study 
The purpose of this study is to examine how certain folk and fairy tale 
motifs have been imbedded into contemporary children's literature, specifically 
the Little Red Riding Hood retellings. In particular, I will explore the themes of 
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victim/predator, and overly curious, naive, seductress, or dim-witted protagonist, 
as well as the genre of cautionary tale, all of which can be found in the 
Rotkappchen, or Little Red Riding Hood tale from Grimms' Kinder und 
Hausmarchen. I will examine the tale for character development, theme, and 
plot, and then search for similar literary motifs in contemporary retellings of the 
tale. The rationale for this study is to bring an awareness of gender stereotypes in 
children’s literature to its audience and to provide a structure for analysis of these 
tales. 
Primary Questions 
The primary questions to be asked during the course of this study are: 
1. What mode of analysis and what perspectives are appropriate to the analysis of 
the Little Red Riding Hood tale? 
2. How do the Little Red Riding Hood retellings handle gender depictions, and 
how have the images of girls and women in the Little Red Riding Hood tales 
changed over time; how does the traditional version of Little Red Riding Hood 
differ from her contemporary counterparts? 
3. What are some guidelines for determining whether the portrayal of girls and 
women in a particular book is a stereotypical depiction? 
4. What are some of the implied outcomes of potentially sexist children's 
literature? 
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In answering these questions, I will pay particular attention to certain 
literary elements of the tale such as the common strand of victim/predator that 
runs through all of the Little Red Riding Hood retellings, the distribution of 
power amongst the literary characters, and the protagonist’s agency or lack 
thereof These components of the tale act as a framework for viewing the stories 
and there are any number of ways to categorize them. Stith Thompson, for 
example, who has compiled a five volume set of motif indices for folk and fairy 
tales might use other means to view the retellings. Some relevant motifs for the 
Little Red Riding Hood tale could be: N700 Accidental Encounters, Q60 Other 
Good Qualities Rewarded, or Q240 Sexual Sins Punished (Thompson, 1957 V. 
5). 
Significance of The Study 
While literature entertains and informs, it likewise helps children in their 
effort to understand their world. It enriches their lives and broadens their 
horizons while contributing to language growth and development (Cullinan & 
Galda). Children who read are exposed to a far richer vocabulary than is 
encountered in their everyday speech. This serves to enhance and enrich their 
understanding of the world. 
Through literature children can travel next door, around the globe, 
beyond the galaxy, or back and forth through time. Visiting familiar places or 
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exciting new lands can help children to gain insight into the human experience 
and begin to better understand their own feelings. Literature helps children to 
explore their feelings, raise their consciousness, shape their values, and imagine 
lives beyond the ones they're living. "Books are important influences on readers' 
minds. They can help in the construction of suitable bases for attitudes and 
behaviors" (Rudman, 1995, p. 2). When female characters are depicted in a 
stereotypic manner they may serve to reinforce sexist societal attitudes, or to 
contribute to the internalized oppression experienced by some females. 
The anticipated results of this study are intended to be used as a guide for 
educators in helping them to recognize and identify stereotypes, and to guide 
teachers and others in the selection of children's books for their classrooms and 
elsewhere. More specifically, I anticipate that the results of this study will serve 
to trace stereotypically sexist depictions of female protagonists back to the 
traditional European folk and fairy tales which in turn will help readers of this 
study to recognize what exactly constitutes a stereotypically sexist depiction. I 
will strive to find a multicultural assortment of books compiled for the data 
collection and will incorporate those books which feature protagonists from a 
variety of cultures. 
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This study is aimed at a broad audience of scholars, educators, librarians, 
parents/guardians, pre-service teachers, students of women's studies, child-care 
providers, and others interested in the field of children's literature. 
Review of the Literature 
The literature review for this study draws on the research of a number of 
fields, especially, feminist and psychological theory, children's literature, folk and 
fairy tales, and (female) child and adolescent development. This study will 
consider the evolution of child development theories with regard to the treatment 
of female development, examining Freud's psychosexual model for example, and 
more recent studies conducted by Gilligan and her contemporaries. I will also 
examine a post feminist critique of conventional psychological theory. This 
discussion will set the stage for a critical review of children's literature scholars 
from a variety of perspectives; Bettelheim's Freudian perspective, Bottigheimer's 
Feminist perspective, and Rudman's Sociological and Psychological perspective. I 
will then identify the criteria used in analyzing the protagonist’s portrayal, and 
finally, examine the literature on myth and folk tales, the roots of which are firmly 
in the oral tradition. 
The literature review begins to identify the significance of looking at 
children's literature in a critical way, and attempts to rationalize the impetus for 
questioning the ways in which girls and women are portrayed in that literature. 
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When one takes care to look carefully at a book's speech patterns, story lines and 
illustrations, standards, or motifs emerge that may not be readily distinguishable 
at first glance. 
Assumptions 
I bring to this study the personal assumption that while some children's 
literature is sexist, its sexist content can serve a useful purpose - that of a learning 
tool - when handled sensitively and viewed with a critical eye, hence, its 
pedagogical implications. I also carry the assumption that the oral tradition of 
European folk and fairy tales took on the political overtones of their transcribers 
who had very specific agendas for the stories - as cautionary tales for young 
people - and as guidelines for proper socialization. The sexism, I feel, is not so 
much imbedded in the stories themselves, as it is imposed onto the stories by its 
authors and illustrators, either deliberately, or unwittingly. The same story can be 
told - or written - numerous times, by numerous authors, each time from a 
different perspective, or imposing a different political view, depending on the 
author. 
Definition of Terms 
1. Androcentric: dominated by or emphasizing masculine interests or a 
masculine point of view. Also phallocentric, or phal/ogocentric (masculine logic). 
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2. Children’s Literature: Children's books can be categorized by reading level, 
or differentiated as picture books or chapter books: 
A. Primary: will refer to books with full page images that carry 
equal or even greater importance than the text. These books are 
generally designed with the pre-literate child to beginning reader 
in mind, yet many are aimed at a more sophisticated audience. 
B. Intermediate: will refer to those books that are aimed at an 
older elementary school audience. These books contain more text 
than imagery and are sometimes laid out in chapter format. 
C. Advanced: will refer to full length novels, some with 
illustrations, that are written for a middle school to high school 
audience. 
3. Genre: Categories, or genres, have particular defining characteristics and 
share common features such as type of characters, settings, actions, or overall 
form or structure. Distinguishing features help categorize the genres, for 
example, poetry as a genre will include books of various forms of poetic verse; 
hiaku, cinquaine, limerick, couplet, and so on. The distinguishing traits of the 
folklore genre are books that are characteristically anonymous and have been 
circulated orally among a people. Other genres are realistic fiction, historical 
fiction, biography, non-fiction, etc. 
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4. Kinder und Hausmarchen: German phrase meaning Nursery and Household 
Tales; commonly used in reference to a collection of previously published tales by 
Wilhelm and Jacob Grimm which are thought to be rooted in German culture. 
5. Literary Motif: Common threads or themes that run through stories and serve 
to place them into very specific categories. Several Motif Indices exist including 
those by Thompson and Propp. (Three examples of Thompson’s Literary Motifs 
are presented on page 9). 
6. Modernism: An intellectual movement of the early 20th Century which marked 
a radical break with traditional culture and searched for new forms of expression. 
For the purpose of this study, the Modem retellings are those with the emphasis 
on form rather than content (Jacqueline Rose’s The Impossibility of Children's 
Literature: The Case of Peter Pan exemplifies Modem children’s literature). 
7. Postmodernism: An intellectual movement that is a reaction to the 
androcentrism (Chauvinism) and Eurocentrism (from an Anglo-American or 
Anglo-European perspective) of modernism, which has led to a break down of 
what has traditionally been considered the literary canon. 
8. Poststructuralism: A diverse intellectual movement growing out of the logical 
difficulties perceived in structuralism (the belief that all knowledge is dependent 
upon language). 
9. Sexism: The systematic oppression of humans based on behaviors, conditions, 
or attitudes that foster stereotypes of social roles based on gender. 
10. Stereotype: to repeat without variation; something conforming to a fixed or 
general pattern; a standardized mental picture that is held in common about 
members of a group and that represents an oversimplified opinion, prejudiced 
attitude, or uncritical judgment; a set of assumptions and expectations about an 
individual based on the assumed characteristics of the group in which the 
individual is a member. 
Delimitations 
This study excludes certain children's books such as text books, non¬ 
fiction, Basal Readers and other teacher directed/curriculum-type "literature" 
resources, and certain Pop (cult) fiction such as Goosebumps and other popular 
formulaic series. Furthermore, this study may appear to exclude, or marginalize 
protagonists of color, focusing primarily on Anglo-American protagonists. While 
the source material of this study is rooted in European children's literature and 
features a white protagonist, I have actively sought Afrocentric and other 
multicultural children's books which mirror the literary motifs from the Kinder 
und Hausmarchen. 
The Postmodern lens through which I view the body of literature 
acknowledges a multiplicity of issues including class, ability, age, culture. 
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heritage, and gender. However, my primary focus is on gender depictions 
because of the limited nature of the material, i.e., the Little Red Riding Hood tale 
lacks the information that the reader would need to analyze additional issues. 
Methodology 
This study is qualitative in that the study itself structures the research; 
there are no hypotheses being tested, but instead information unfolds as the data 
analysis progresses and that analysis is best done inductively. While deductive 
reasoning assumes that conclusions are drawn from general or universal 
premises, inductive reasoning infers generalized conclusions from particular 
instances. I follow the data collection tradition of document analysis, in this case 
children's books; specifically. Little Red Riding Hood retellings published in the 
20th Century. These I will analyze from a critical perspective, examining issues of 
power, agency, voice. A critical perspective is one that starts from the 
experiences of a social group that has been excluded, marginalized, or oppressed 
over lengthy historical periods. These "typically include a critique of social 
inequities related to those experiences; and which work toward, directly or 
indirectly, some sort of emancipatory social change for those groups" (Scheurich 
& Young, 1997, p. 12). One such marginalized group is women whose literary 
depictions have contributed to society’s notions about equality. Literature is one 
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mode of indoctrination of societal values and can be a powerful influence on 
developing minds. 
If a child is to take part in society and act purposively within its 
structure, he or she will have to master the various signifying 
codes used by society to order itself. The principal code is 
language, since language is the most common form of social 
communication, and one particular use of language through which 
society seeks to exemplify and inculcate its current values and 
attitudes is the imagining and recording of stories (Stephens, 
1992, p.8). 
Literature then, can be a powerful tool for children’s socialization. 
Stephens suggests that mastery of society’s signifying codes (language/literature) 
is a key component of pro-social behavior. 
Summary of Chapters 
Chapter 1: Introduction: The introduction identifies to the reader the purpose 
and focus of this study, which is to examine gender relationships in the traditional 
European fairy tale, Little Red Riding Hood, through the analysis of text, 
illustrations, and discourse, and to determine which of the literary motifs, related 
to gender, from the Kinder und Hausmarchen version of Little Red Riding Hood 
have integrated themselves into contemporary children's literature (see Chapter 3 
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METHODOLOGY Data Sources and Sampling Methods for a clarification of the 
particular body of literature). 
Chapter 2: Review of the Literature: The literature review explores various 
disciplines related to the topic of gender depictions in children’s literature, such 
as psychological and feminist theory, folk and fairy tales, child development, and 
literary criticism. 
Chapter 3: Methodology: The Methodology chapter describes the research 
paradigm used to conduct this qualitative study; the critical analysis of 
contemporary Little Red Riding Hood retellings through a postmodern lens. 
Chapter 4: 
Part I. Historical Overview: An historical review of the Little Red 
Riding Hood tale from its oral beginnings through the 20th Century. 
Part II. Critical Analyses. This data consists of critical analyses of the 
text and illustrations of contemporary retellings of the Little Red Riding Hood. 
Part III. Categorizations: The tales are grouped into Traditional, 
Modem, and Postmodern categories with further analysis of text and 
illustrations. 
Chapter 5: Conclusions: The conclusions elaborate on the data presentation and 
identify recommendations for further research. 
19 
CHAPTER 2 
REVIEW OF THE LITERATURE 
Introduction 
The notion of viewing life through a male lens is imbedded in our 
language and in our literature. For example, Carol Gilligan cites the American 
classic guide to good writing. The Elements of Style, by William Strunk and E.B. 
White who counterpose such examples as, "He was an interesting talker. A man 
who had traveled all over the world and lived in a half dozen countries" with, 
"Well, Susan, this is a fine mess you are in" (Gilligan, 1988, p.6). The message 
behind the lesson is clear - men are capable and women are not, and men 
constitute the generic, or standard. Gilligan asserts that, "Psychological theorists 
have fallen as innocently as Strunk and White into the same observational bias. 
Implicitly adopting the male life as the norm, they have tried to fashion women 
out of a masculine cloth" (Gilligan, 1988, p.6). Sigmund Freud, for example, 
predicted that girls would develop a weaker moral sense than boys because, 
"Freud believed that the acquisition of a moral sense is achieved near the end of 
the phallic stage [Oedipal resolution] ...through this process of identification, the 
child [boy] acquires his father's moral values and standards" (Bukatko, 1995, p. 
460). This is a male perspective of male child development which ignores female 
development. A female child cannot possibly achieve successful completion of 
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the phallic stage of her moral development. This is of course a physical 
impossibility as opposed to a moral deficiency. Mary Belenky and her colleagues 
write, "...If and when scientists turn to the study of women, they typically look 
for ways in which women conform to or diverge from patterns found in the study 
of men" (Belenky, et al., 1985, p.6), and , "Developmental theory has established 
men's experience and competence as a baseline against which both men's and 
women's development is then judged, often to the detriment or misreading of 
women" (Belenky, et al., 1985, p.7). 
Women will continue to be devalued for as long as the male is considered 
to be the standard norm. Gender differences abound, and are clearly evidenced in 
language. Deborah Tannen writes, "Attempts to understand what goes on 
between women and men in conversation are muddled by the ambiguity and 
polysemy of power and solidarity" (Tannen, 1994, p. 46). In other words, 
language is replete with underlying meaning related to power imbalances. Power, 
in relationship to discourse, is described by Tannen as asymmetrical - a situation 
whereby one speaker is subordinate to the other. She uses the relational examples 
of doctor/patient, teacher/student, or boss/secretary to illustrate her point. In an 
asymmetrical relationship the dominant speaker refers to the subordinate speaker 
by first name and the subordinate speaker refers to the dominant speaker by title. 
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While this asymmetry may be appropriate at times, to demonstrate one's 
respect for example, it nevertheless dictates an imbalance in the relationship. 
Solidarity on the other hand, is a relationship described as symmetrical. 
"Solidarity governs symmetrical relationships characterized by social equality and 
symmetry" (Tannen, 1994, p.46). Ambiguity and polysemy also play a part in the 
discourse relationship. Tannen uses the droll metaphor of a man wearing a three- 
piece suit and a back-pack to illustrate this concept. The formal three-piece suit 
represents, to some, power, while the more casual back-pack may connote 
solidarity (Tannen, 1994). 
In this review I explore some gender issues in children's literature, in 
particular, the ways in which girls and women are portrayed beginning with some 
of the earliest children’s literature. Females have been undermined throughout 
history in the literature, in clinical laboratory studies, in society at large. A study 
conducted in 1970 by clinical psychologists Broverman, et. al., titled Sex-Role 
Stereotypes and Clinical Judgments of Mental Health, concludes that male 
characteristics are more acceptable and viewed in a more positive light by adults 
than are female characteristics. The study also concluded that females who 
exhibit these same male characteristics are considered to be abnormal, and some 
of these same misconceptions about females can be found in the literature. 
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I will focus primarily on the traditional European folk and fairy tales for 
the more popular tales are widespread and readily recognizable. These typically 
feature protagonists who exemplify well known and clearly defined gender roles, 
such as the evil witch or the evil stepmother. 
"As a text, Grimms' Tales can be viewed from numerous perspectives, 
depending on the reader's predisposition and interests. Four perspectives have 
dominated Marchen [fairy and folk tales] research in the recent past: Freudian, 
Jungian, Marxist and Feminist;... feminist interpreters bring a special sensitivity 
to gender associations to their readings of the tales" (Bottigheimer, 1987, p. ix). 
Social norms for behavior - ideologies - are imbedded in our language 
and literature. Stereotypically sexist depictions of girls and women in literature 
may serve not only to reinforce sexist attitudes in society, but to impact the 
psychological development of females. "It is essential to teach girls about women 
of achievement who preceded them, which empowers [girls] and provides them 
with role models" (Napier, 1992, p. 12). One resource which children might look 
to for role models is the literature available to them. Role models embody 
societal ideals and can influence children’s moral and social development. 
The educational and domestic structures of Western societies on 
the whole aspire to encourage their children to grow up as 
reasonable, creative, autonomous and achieving human beings, 
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and these ideals are furthered by the ideological positions implicit 
in the literature produced for children (Stephens, 1992. p.120). 
It is useful to understand the theoretical literature framing gender issues, 
and it is within this literature review that I wish to establish my purpose for 
examining the portrayal of girls and women in children's literature. I draw on the 
research of a number of fields, especially feminist and psychological theory, 
(female) child and adolescent development, children's literature, and literary 
criticism. 
Language - even literacy - alone does not lead automatically to 
reflective abstract thought. In order for reflection to occur, the 
oral and written forms of language must pass back and forth 
between persons who both speak and listen or read and write - 
sharing, expanding, and reflecting on each other's experiences. 
Such interchanges lead to ways of knowing that enable individuals 
to enter into the social and intellectual life of their community. 
Without them, individuals remain isolated from others, and ...also 
remain isolated from the self (Belenky, et al., 1985, p. 26). 
Feminist and Psychological Theory 
Numerous researchers including Carol Gilligan, Mary Belenky, and 
Nancy Chodorow believe that most women have had a marginal voice in history. 
Most of our history books have been written, after all, by and about men, and 
favor the male perspective and the male voice. Dale Spender writes. 
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Given that language is such an influential force in shaping our 
world, it is obvious that those who have the power to make the 
symbols and their meanings are in a privileged and highly 
advantageous position. They have, at least, the potential to order 
the world to suit their own ends, the potential to construct a 
language, a reality, a body of knowledge in which they are the 
central figures, the potential to legitimate their own privacy and to 
create a system of beliefs which is beyond challenge (Spender, 
1985, p. 143). 
Women's voices have been methodically silenced or erased, their language 
undermined, and their ways of knowing devalued. Mary Belenky offers a 
description of the unique ways of knowing that women value and have cultivated, 
in her book titled Women's Ways of Knowing: The Development of Self Voice, 
and Mind. These are the ways of knowing that women believe are powerful, yet 
have been overlooked and ignored, or worse, undermined or belittled by more 
dominant schools of thought (Belenky, 1986). Belenky is describing the intrinsic 
ways that women make sense of their worlds; that knowledge is not limited to 
traditionally accepted clinical scientific methods, but can be intuitive and that this 
kind of “knowing” has typically been trivialized in Western culture. 
Likewise, Carol Gilligan advocates for a voice which differs from the 
dominant male voice in her book titled, In A Different Voice: Psychological 
Theory and Women's Development. Gilligan focuses her research not on the 
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difference(s) between male and female, but on different modes of thought, using 
the male and female voice as tools to highlight her findings. 
The different voice I describe is characterized not by gender but 
by theme. Its association with women is an empirical observation, 
and it is primarily through women's voices that I trace its 
development. But this association is not absolute, and the 
contrasts between male and female voices are presented here to 
highlight a distinction between two modes of thought and to focus 
a problem of interpretation rather than to represent a 
generalization about either sex (Gilligan, 1988, p.2). 
Deborah Tannen's research is similarly focused on gender differences in 
conversation. "I found that at every age the girls and women in the study oriented 
with each other with their bodily alignment and gazed at each other more directly 
than did the boys and men" (Tannen, 1994, p. 85). Furthermore, Tannen found 
that girls were likely to discuss a few topics in depth, and boys were likely to 
discuss many topics in a superficial manner. (Tannen, 1994). Tannen is not saying 
that males are less engaged or involved than females in their conversations with 
each other, but that they are involved in very different ways than are females. 
These gender differences have also been explored in Carol Gilligan's 
research on human development and morality, which spans nearly three decades. 
After years of conducting interviews she gradually began to hear a distinction in 
the voices - two discrete ways of describing the relationship between self and 
26 
other. Through this distinction she began to identify recurrent problems in the 
traditional models of interpreting human development, specifically female 
development. "Until recently women have played only a minor role as theorists in 
the social sciences. The authors of the major theories have been men" (Belenky, 
et. al., 1985, p.6). Traditional models of interpreting human development have 
focused on male behaviors, ignoring the unique ways that women develop and 
relate to others. 
Past research in human development, like that of Jean Piaget and 
Lawrence Kohlberg, suggests that moral development is based on individual 
rights. Mary Belenky contends that people who subscribe to a morality of rights 
(usually men) rely on a system of blind justice, abstract laws, and universal 
principles to adjudicate disputes and conflicts impartially and fairly (Belenky). 
Girls are therefore found to be morally errant when measured against these more 
traditionally patrocentric developmental models. "It is the rejection of blind 
impartiality in the application of universal abstract rules and principles that has, in 
the eyes of many, marked women as deficient in moral reasoning" (Belenky, et 
al., 1985, p.8). 
Likewise, Sigmund Freud’s theory of psychosexual development was 
conceptualized with male development in mind, surmising that the difference in 
women's development was cognate to women's developmental failure. Freud 
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considered women to be deprived by nature of a means to a clear-cut Oedipal 
resolution. 
However, Gilligan contends that moral development takes a different, not 
inferior course in females. She states that, "Because of their tendency to be 
concerned with relationships, care giving, and intimacy, females tend to develop a 
morality of care and responsibility, in contrast to the morality of justice described 
by Kohlberg" (Gilligan and Antonucci, 1988, p. 229). The notion that moral 
development is inferior or incomplete in girls ignores the intrinsic differences 
between males and females, rating females on a male-scale according to male 
standards. Gilligan maintains, for example, that Sigmund Freud's theory of moral 
development is a male's view of male development that fails to explore the unique 
dimensions of the female experience as they pertain to morality (Gilligan). 
Let us briefly revisit Freud's psychosexual theory of development as 
summarized by Danuta Bukatko and Marvin Daehler, which states, "...many 
aspects of an individual's personality originate in an early and broad form of 
childhood sexuality. The focus of gratification of this sexuality, however, changes 
from one region of the body to another [oral, anal, phallic, latency, and genital] 
throughout various stages of development" (Bukatko & Daehler, 1995, p.56). 
Freud's theory of moral development, "...emphasized the internalization of moral 
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standards as a by-product of the child's progression through the stages of 
psychosexual development" (Bukatko, 1995, p.459). 
Nancy Chodorow attributes the differences between men and women to 
the reality that women are, for the most part, the primary caregivers and 
responsible for early child care (Chodorow, 1974). Hence, males and females 
experience their early social environments in different ways which, Chodorow 
asserts, accounts for differences in personality development: females have a 
tendency to define themselves in relation to and as connected to other people, 
more so than do males. Chodorow contends that these differences in personality 
development equate not to weaker egos, nor are girls and women more prone to 
psychosis, as the traditional masculine perspective of human development might 
have us believe. It means instead, that "girls emerge from this period [of 
development] with a basis for empathy built into their primary definition of self in 
a way that boys do not" (Chodorow, 1974, p. 167). Girls are not viewed by 
Chodorow as deficient, but as different than boys. 
Carol Gilligan's vision of human development lies in a social context, with 
lesser consideration given to historical or cultural differences. "Clearly these 
differences arise in a social context where factors of social status and power 
combine with reproductive biology to shape the experience of males and females 
and the relations between the sexes" (Gilligan, 1982, p.2). The central 
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assumption in Gilligan's research is that the way people speak about their lives is 
significant. The world, as seen through their eyes, is revealed through the 
language used and through the connections made. 
Gilligan makes frequent reference to her research study which consists of 
three distinct sets of interviews, all containing the same fixed questions regarding 
self and morality, conflict, and choice. Particular attention is paid to language and 
to logic of thought. The three studies are called: The College Student Study, The 
Abortion Decision Study, and The Rights and Responsibilities Study. Gilligan’s 
questions with regard to identity, moral dilemmas, and conflict reveal that many 
young women base their conception of self on how they believe others perceive 
them, and that doing the right thing means behaving in ways that avoid hurting 
others’ feelings, rather than making decisions based solely, and more objectively, 
on circumstance. It is through this research that Gilligan attempts to provide a 
clearer representation of female development. 
Gilligan reiterates her findings of dual voices in the preface to her book 
titled. Mapping the Moral Domain, in which she states that two voices, that of 
the male and that of the female, can be distinguished by listening to the way 
people speak about moral problems. She writes, "The observation that only one 
voice is acknowledged and well delineated within the fields of psychology and 
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education as presently constituted draws attention to the fate of the other 
(Gilligan, 1988, p. ii). 
In response to the identification of a justice perspective (versus a care 
perspective) and a male speaker as normative, Gilligan and others formed the 
Center For The Study of Gender, Education, and Human Development within the 
Harvard University Graduate School of Education. "The work of the Center as it 
evolved over time — one study building on another -- suggests a new mapping of 
the moral domain, a new framework for the theories of psychological 
development, and new directions for the practice of psychotherapy and 
education" (Gilligan, 1988, p.). 
In defining her rationale for reexamining human development, Gilligan 
contends that, to paraphrase, if one believes that psychologists' past omission of 
girls and women in the formulation of their developmental theories is significant, 
then one must suspend all discussion of sex differences until the standards of 
assessment and the terms of comparison can be drawn from studies of girls and 
women as well as from studies of boys and men. While it is unlikely that one 
could effectively suspend such discussion, I believe that Gilligan is merely 
suggesting that prior discussions concerning sex differences have been 
intrinsically biased, when we consider that most studies of this kind have focused 
on males. 
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The deep sense of outrage and despair over disconnection, tapped 
by Konopka, by Miller, by me, and by others -- the strong feelings 
and the judgments often made by girls and women about being 
excluded, left out, and abandoned, as well as the desperate actions 
girls and women often take in the face of detachment, 
indifference, or lack of concern — may reflect an awareness on 
some level of the disjunction between women's lives and Western 
culture (Gilligan, 1988, p. xi). 
Gilligan asserts that, "the equally strong judgments made by girls and 
women that such feelings are illegitimate and that their exclusion is justified or 
deserved serve to undercut this awareness" (Gilligan, 1988, p. xi). Gilligan makes 
an astute observation here in her discussion about how girls and women may 
undermine a societal awareness of the fracture between women's lives and 
Western culture. That is, women who have internalized their gendered 
oppression, and even contribute to it by aligning themselves with their 
oppressors, are undermining a growing societal awareness of sexism and of 
gendered power imbalances. 
Mary Belenky builds on this notion of fractured lives as evidenced in the 
interviews which she conducted with young women. One young woman, when 
asked, "How would you describe yourself to yourself?", was deeply puzzled and 
replied, "I don't know... no one has told me yet what they thought of me" 
(Belenky, 1986, p. 31). This young woman and others like her seem to believe 
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that the source of self-knowledge is lodged in others and not in the self Another 
young woman responds to the question this way: "Everything I say about myself 
is what other people tell me I am. You get a pretty good idea of yourself from 
the comments that other people are saying about you" (p. 48). 
In response to these earlier models and theories of child and adolescent 
development, the authors of Personal and Ethnic Identity, Values, and Self- 
Esteem Among Black and Latino American Girls, (Erkut, S. et. al.) argue that 
her [Gilligan] "...construction of girls' adolescence is based largely on research 
with white privileged girls, [and] it leaves open the possibility that these findings 
may be a product of that particular context [italics added]” (Erkut, S. et. al., 
1996, p.54). These authors contend that the concept of being in jeopardy 
developmentally, or being in psychological conflict is merely a matter of 
perspective. Girls of color who carry the label of at risk are often labeled as such 
because they do not fit a particular standard; that of white, middle class society. 
“The notion of'at risk' often reflects white, middle class cultural models of child 
rearing, interpersonal relationships, and lifestyles that are not necessarily 
practiced or valued in every community” (p. 54). For example, the authors write 
that, “The European, North American [concept of] cultural norms of 
individualism are at odds with most of the world's cultures. Self-direction, 
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autonomy, high activity, differentiation, and self-reliance are valued norms and 
behavior patterns only within specific cultures, and for men. 
These beliefs are in direct contrast to the values of group- oriented 
cultures (e g., Japanese, Latino, and Hawaiian cultures) and those that value an 
unfolding and natural harmony with the universe (e g., Native American 
cultures)” (p. 49). Erkut, et. al., further differentiate between African-American 
values and Anglo-American values, stating that qualities such as affect, 
spirituality, and community are valued by African-Americans more so than the 
qualities of achievement, competition, and individualism of Anglo-American 
cultures. 
Postmodern and poststructuralist feminists such as Ann Garry and 
Marilyn Pearsall contend that prior feminist theory is so focused on the 
differences between women and men that it ignores the unique differences in and 
among women. This is considered to be problematic in that biases such as racism 
and heterosexism, among others, can (and do) exist among feminists. In their 
book titled. Women, Knowledge and Reality: Explorations in Feminist 
Philosophy, Garry and Pearsall write, "Some feminists who are western, white, 
heterosexual, Christian, middle or upper class (or in another dominant position) 
have failed to recognize the ways in which they are privileged at the same time 
they are subordinated as women" (Garry, A. & Pearsall, M., 1996, p.2). 
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While I doubt that privileged women are wholly unaware of the ways in 
which they are privileged, I also think that many have failed to write expressly 
about this particular issue. Mary Beth Norton recognizes the distinct levels of 
oppression endured by both white and black women in her book titled. Liberty's 
Daughters, in which she chronicles the lives of Colonial Americans. She writes, 
"White women were subject to white men, but black women had to subordinate 
themselves to all whites; men, women, and children alike" (Norton, 1980, p. 33). 
In addition to being in a subordinate position to all whites, Colonial black women 
were likewise subject to black men. 
bell hooks recognizes the marginal space that women of color occupy and 
responds, "Ours is a broken voice" (hooks, 1996, p. 48). She describes the 
politics of "location", feeling conflicted between standing in political resistance 
with the oppressed, and pushing against oppressive boundaries set by race, sex , 
and class domination (hooks, 1996). When hooks speaks about domination (or 
oppression) she is speaking in general about those who dominate or oppress - 
hers is not so much an issue of gender alone, but of a larger oppression, which is 
often imbedded in language; "I was just a girl coming slowly into womanhood 
when I read Adrienne Rich's words, 'This is the oppressor's language, yet I need 
it to talk to you'. This language that enabled me to attend graduate school, to 
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write a dissertation, to speak at job interviews, carries the scent of oppression" 
(hooks, 1996, p. 49). 
hooks locates herself in the "margin" which she describes as "part of the 
whole, but outside the main body" (hooks, 1996, p. 51). Hers is a place of 
resistance where exploited, oppressed or colonized people stand, versus a place 
where just women stand, hooks’ self placement in the margins of society seem to 
isolate her, yet it is from the margins that she feels connected, and empowered to 
resist her oppressors. Conversely, as a white, middle class citizen, I imagine 
myself situated within the main body of society, but recognize a political alliance 
with hooks. She does not isolate oppression into categories (such as sexism), but 
integrates oppression into an entire entity which encompasses a multiplicity of 
issues. 
Carol Gilligan's research has been criticized for just this reason - isolating 
sexism from larger/different issues of oppression. "Incorrectly believing their 
experiences to be universal, they have overgeneralized, spoken on behalf of 
'women', and in other ways silenced, ignored, and disrespected women different 
from themselves" (Garry, A. & Pearsall, M., 1996, p.2). It is this precise reason - 
isolating sexism from a wider spectrum of social issues - that has led me to 
expand my own vision in an attempt to include multiple social issues in the lens 
through which I will view the body of literature in this study. However, while my 
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lens is a broad and inclusive one, the body of literature that I analyze is not; it is 
restricted in that the primary issue in each retelling is that of gender portrayal. 
While I feel that women’s issues and gender depictions in the literature 
have important societal implications, I likewise feel that, when viewed in isolation 
as an exclusive problem, women’s issues take on a restrictive tone that ignores 
the larger human condition. 
With such widely differing experiences and concerns among women, 
some feminists believe that the category "woman" itself has become problematic. 
As a result, feminists who have been marginalized often address issues in terms of 
identity politics. Alison Weir, who wrote Sacrificial Logics: Feminist Theory 
and the Critique of Identity, perceives some of the most important questions in 
contemporary feminist theory to be those which address the meaning and 
significance of identity. "Do feminists want to advocate the identity and 
autonomy of the individual as a normative ideal, or is the identity of the 
individual a specifically masculine or phallogocentric white western capitalist 
ideal which represses the fragmentation and multiplicity of the self, or which 
represses the connectedness of human beings?" (Weir, 1996, p.l). I think there 
has to be balance; that there is a time for individual autonomy but one cannot 
lose sight of the connectedness of human beings. This is not a question of one-or- 
the-other, but a balancing act. These are the difficult questions - the questions of 
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a feminist identity - which draw me to a broader perspective, one that includes 
human issues, and not issues which solely concern the feminist. 
Alison Assiter states that, "Postmodernists [feminists], influenced by the 
very important claims made by black women and by lesbian women about many 
of the false generalizations made about women, have questioned the possibility of 
any universal claims being made about women at all" (Assiter, A., 1996, p.6). 
Marginalized women (Blacks, lesbians, and others) are claiming that 
generalizations about women's oppression made by white middle class feminists 
are false generalizations that disregard issues specific to more peripheral 
populations. 
Likewise, the editors of Feminist Genealogies, Colonial Legacies, 
Democratic Futures offer a compelling argument for rethinking generalizations 
made about women. They write, 
After more than two decades of struggles around questions of 
racism and heterosexism, a particular characterization of gender - 
naturalized through the history and experiences of middle class, 
urban, Euro-American women-continues to be propagated in 
Women's Studies and gender studies programs in the U.S. 
academy. By not challenging the hegemony of whiteness and of 
capitalism within academic institutions, for instance, these 
Women's Studies programs often end up bolstering inherited 
regimes of race and Eurocentrism (Alexander, M. J. & Mohanty, 
C.T., 1997, p. xvi). 
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My own experience with Women’s History classes within the US 
Academy is consistent with the assertions of Alexander and Mohanty. The classes 
that I took focused primarily on the experiences of Anglo European American 
woman from Colonial America to the present, making only occasional references 
to Colonial slavery or to the experiences of ethnic American women, despite their 
significant place in America’s history. Alexander and Mohanty make serious 
allegations regarding the exclusion of women of color from the pages of history 
and brandish accusations of hypocrisy and insincerity on the Academy. 
The liberal-pluralist multiculturalism that is often evident in 
women’s studies syllabi, with a week or two on 'women of color' 
and 'sexuality', testifies to this appropriation of the work of 
women of color. Token inclusion in our texts without 
reconceptualizing the whole white, middle-class, gendered 
knowledge base effectively absorbs and silences us (Alexander, M. 
J. & Mohanty, C.T., 1997, p. xvii). 
The editors contend that postmodern discourse attempts to pluralize and 
subsequently dissolve the category of race (or of class, gender, or sexuality), and 
serves to undermine those who claim the experience of racism. Their argument is 
that a Postmodern discourse is cognate to a “happy pluralism”. Postmodern 
discourse is, of course, defined by those who stand in this discourse, and it is 
therefore difficult to crystallize a Postmodern viewpoint on this issue. These 
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particular authors, however, maintain that Postmodern discourse serves to 
universalize women, and in doing so undermines issues of race. 
My particular view of Postmodern thought is that it serves to recognize 
rather than to dissolve issues of race and class. This view is antithetical to a 
happy pluralism; it is the identification of social issues and their implications. 
Children's Literature: Criteria for Critique 
Sexism in children's literature may be a contributing factor which feeds 
into girls' lack of agency and into their virtual absence of identity. When 
androcentric thought; i.e., a male perspective of the world, is imbedded in the 
literature it can be internalized by girls and women, and thus perceived by them 
as being normative. Girls may therefore grow up feeling invisible or overlooked. 
Some of us may have preconceived notions of what our ideal masculine 
and our feminine characteristics might be. These ideals are reflected in literature, 
in the author's character development and in the story line. In her book titled 
Children's Literature: An Issues Approach, Masha Rudman offers a list of 
personality traits, and challenges the reader to define them as being: Admirable in 
men / women / both / neither, and: Usually found in men / women / both / 
neither. The list includes: "Intelligence, leadership, compassion, physical strength, 
preoccupation with appearance, ambition, assertiveness, acquiescence, loquacity, 
religious faith, flirtatiousness, obedience, tenacity, independence, good manners, 
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strong emotions, self-control, and quick temper" (Rudman, 1995, p.179). 
Rudman writes: 
Books for children have reflected societal attitudes in limiting 
choices for girls] and maintaining discrimination. Most traditional 
books show females dressed in skirts or dresses, even when they 
are engaged in activities for which this sort of costume is 
inappropriate. Illustrations have conventionally placed females in 
passive observer roles, while males have been pictured as active. 
Studies have demonstrated that illustrations confirm the 
subordinate, less valued role of the female and stress the active, 
adventuresome, admirable role of the male. Too often a happy 
ending for a story occurs when the 'tomboy' reforms and becomes 
a 'proper' young lady. When a female is permitted to retain her 
active qualities, it is usually made clear to the reader that she is a 
notable exception and that all other girls in the story are 'normal', 
that is, interested in dolls and clothing, passive, obedient, graceful, 
and pretty according to northern European standards (Rudman, 
1995, p.180-1). 
Masha Rudman's observation mirrors that of Carol Gilligan's assumptions 
about sexism being imbedded in our language and in our literature. In her Issues 
Approach book, Rudman offers the reader a brief history of the female struggle 
for equality, noting that even today we are bombarded with stereotypically sexist 
images of girls and women. She writes, "Although media such as television, 
radio, motion pictures, magazines, newspapers, comic strips, adult books, and 
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children's books continue to produce traditionally stereotyped programs, 
situations, and characters...", [then continues on a more hopeful note], "...they 
also reflect the growing awareness of the change in gender role definitions and 
behaviors. The trend is positive, signifying the concerns of an increasingly 
independent and enlightened public" (Rudman, 1995, p.177). 
Rudman's extensive study in the children's literature arena has generated 
clear and practical criteria for use in identifying the stereotypic portrayal of 
women and girls in the literature. In a non-sexist world modes of behavior are 
congruent with a particular situation and not dependent on gender. "Wherever 
possible, characters should be [depicted as] individuals, consistent with their own 
personalities and the context of their situations" (Rudman, 1995, p. 181). 
Stereotyped portrayals are negative images. Rudman suggests that adults should 
be depicted in a wide variety of roles, independent of gender, stating that both 
males and females can function as nurturers, decision makers, breadwinners, 
house keepers and child rearers. Competition and/or cooperation should be 
relevant to the story line, not to the gender of the characters. Clothing too should 
be germane to the task being performed, the character's personality, economic 
situation, and historical setting, and not to the gender of the character. One 
should be wary of gender stereotyped 'uniforms'. Females needn't be weaker, 
shorter or more delicate than males. Illustrations that depict real people in real 
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situations convey a message well. Females and males should be logical or 
emotional depending on the situation, not on their gender, and both females and 
males should be dependent on one another, or independent of one another as 
appropriate to the situation. In biographies, the characters should not appear too 
good to be true. The facts pertaining to the character should be well researched 
by the author and characters should neither be romanticized nor vilified. The 
author's bias should not impinge on the evidence (Rudman, 1995). 
Other useful criteria can be found in the writing of Ann Garry, who 
identifies one issue of feminist controversy as the extent to which feminist 
philosophers should rely on the methods of traditional philosophy (Garry, 1996). 
Garry proposes seven criteria which she uses in determining to what degree 
androcentrism plays a part in these traditional philosophical methods. The seven 
criteria she names transfer easily to other disciplines, and could be applied to 
literary critique, with particular regard to gender issues - how males or females 
are portrayed. Her criteria are as follows: 
Do its [the philosophical method] goals (for example, truth, 
clarity, or uncovering the structure of things) tend to reinforce the 
status quo or lend themselves to the possibility of social change? 
Does its way of formulating problems, issues and theories 
encourage the inclusion of a wide variety of women's points of 
view and allow women to speak with authority? Are its central 
concepts and assumptions gender-biased [against women], not 
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merely in their origin, but in deep, continuing ways? Are its 
strategies for answering questions, solving problems, and 
supporting theories compatible with a vast array of styles of 
learning, justification, and decision making of both women and 
men? Does it facilitate uncovering roles that gender, politics, 
power, and social context play in philosophy as well as in other 
facets of life? Does it provide adequate grounds for evaluating 
feminist-motivated research and knowledge claims and forjudging 
progress in feminist politics? [and finally,] Are its criteria for 
success and failure appropriate for feminist goals? (Garry, A., 
1996, p.9). 
Using Garry's criteria as a filter for viewing children's literature will assist 
the reader to uncover deeply ingrained androcentric biases in the writing. 
Language too plays a critical role in evaluating children's literature for 
androcentric bias. The language criteria in Rudman's book offer gender neutral 
alternatives to the traditional male preferred language we are accustomed to, and 
address the larger issue of viewing the world in a phallogocentric manner: 
through a male lens and from a male perspective. However, there are differing 
opinions among feminists which pertain to gender neutral, or androgynous 
language. Some feminists suggest the predominant use of feminine pronouns (she 
and her) as normative. Gender neutral language makes use of terms such as 
firefighter and mail carrier as preferable to terms such as fireman and mail/wtf//, 
for example. "Various alternatives to he, his, or him can be found by rewording 
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to eliminate unnecessary pronouns, recasting into the plural, or replacing 
masculine pronouns with one, she or he. Person, candidate, individual, adult, 
child, or worker may be suitable terms for the singular generic person" (Rudman, 
1995, p. 182). 
Naomi Scheman, a feminist philosopher, addresses androcentric language 
in her critique of the traditional philosophical paradigm asking, "Who is this 'we* 
whose problems these are [for example: How do we know whether the external 
world exists?], and out of whose experiences do they arise, and from whose 
perspectives are they salient?" (Scheman, N., 1996, p. 26). I suspect that the 
"we" which Scheman mentions in her critique of the traditional philosophical 
paradigm excludes all but white males. "Subtly or overtly, many philosophers 
indicate that they don't entirely mean to include everyone in the 'we', and it's 
frequently unclear where they mean to and where they don't. One of the strongest 
arguments against the use of the supposedly generic 'he', 'man', etc., is that such 
terms are ambiguous and the reader often can't tell which is meant" (Scheman, 
1996, p.27). Perhaps what is distressing to many women is the experience of 
assuming oneself to be included in the 'we' and then coming up short against the 
realization that one really wasn't. 
Rudman offers these alternatives to androcentric language, "For 
manmade try [substituting] artificial, synthetic, manufactured, constructed, or of 
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human origin" (Rudman, 1995, p.182). She continues, 'The language used to 
designate females and males should be equitable" (Rudman, 1995, p. 182). That 
is, if one uses the term man to describe males, then one should use woman to 
describe females: using men and girls is inequitable. Likewise, one should use 
boys and girls, ladies and gentlemen, wife and husband, and other equitable 
counterparts. Additionally, one should use role terms as appropriate. A woman 
depicted nurturing her child is a mother, but that same woman shown in a store is 
a shopper, shown in a restaurant is a diner, and so on. "Like a male shopper, a 
woman in a grocery store should be called a customer, consumer, or shopper, not 
a housewife" (Rudman, 1995, p.182). When the suffixes ette and ess are added to 
traditional male roles (waiter/waitress) it diminishes the authority of the role for 
females. Try using waitstaff instead. "Generic terms such as doctor, nurse, 
pioneer, farmer, or settler should be assumed to include both men and women. 
Modified terms such as woman doctor or male nurse are unnecessary" (Rudman, 
1995, p.182) 
Ann Garry and Marilyn Pearsall agree that it is desirable to deconstruct 
the "binary oppositions" which occur in these hierarchical dualistic pairings. 
"Consider examples that have played important roles in western thought: 
man/woman, culture/nature, mind/body, and reason/emotion" (Garry, A. & 
Pearsall, M., 1996, p.3). Traditionally, the more valued attributes have been 
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considered to be man, culture, mind, and reason, versus the lesser valued 
woman, nature, body, and emotion. "This kind of thinking lends itself to a 'logic 
of domination' in which the side of the pair assigned lower value can be justifiably 
subordinated to that with the higher value" (Garry, A. & Pearsall, M., 1996, p.3). 
Traditionally, women have been relegated to the side of the pair having the lower 
value. 
When critiquing a children's book for the stereotypical sexist portrayal of 
females one should consider not only language, but context. Rudman writes, 
"Occupations should, within the context of literary consistency, be gender free ... 
Achievements should be judged equally, not through a filter of gender role 
differences" (Rudman, 1995, p.181). Women and men who are pictured 
performing similar tasks, with the same distribution of responsibility and prestige, 
serve to diminish the notion that male behavior is the standard for which to strive, 
and help to dispel stereotypic sexist ideals. "A woman should not be 
complimented for throwing a ball well, "for a girl", nor should a man be 
complimented for keeping a house "as competently as a woman could". Work 
should not be stereotyped as woman's work, or a man-sizedjob" (Rudman, 1995, 
p.181). These phrases are pejorative and affirm sexist stereotypes. 
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Female Child and Adolescent Development 
The Rudman criteria are most useful to the reader who wishes to critique 
children's literature for the stereotypically sexist portrayal of girls and women. 
Lyn Mikel Brown's research is likewise useful if one is to understand why the 
ways in which literature portrays females is of importance. Brown's studies focus 
on girls who stand at the edge of adolescence. In her book titled, Meeting at the 
Crossroads: Women's Psychology and Girls' Development Brown notes, "We 
will mark this place as a crossroads in women's development: a meeting between 
girls and women, an intersection between psychological health and cultural 
regeneration, a watershed in women's psychology which affects both women and 
men" (1992, Brown, p.l). In collaboration with Carol Gilligan, Brown discusses 
the psychological development of girls and women who describe themselves as 
being grounded in the social world, living in connection with others, in contrast 
to men, who "...often spoke as if they were not living in relation with others - as 
if they were autonomous or self governing, free to speak and move as they 
pleased" (1992, Brown, p.2). Furthermore, women's stories described "...a 
relational crisis: a giving up of voice, an abandonment of self for the sake of 
becoming a good woman and having relationships" (Brown, 1992, p.2). 
For over a century the edge of adolescence has been identified as 
a time of heightened psychological risk for girls. Girls at this time 
48 
have been observed to lose their vitality [Freud], their resilience 
[Block], their immunity to depression [Seligman], their sense of 
themselves and their character [Deutsch], Girls approaching 
adolescence are often victims of incest and other forms of sexual 
abuse [Herman]. The crisis in women's development has been 
variously attributed to biology or to culture, but its psychological 
dimensions and its link to trauma have been only recently explored 
(1992, Brown, p.2). 
Brown's research has contributed to the notion that females are different, 
not inferior to males, and that their (females) ways of knowing, thinking, or being 
are sound, logical and valid. This understanding is antithetical to the notion of the 
male standard being the normative ideal. 
Bruno Bettelheim’s Freudian examination of the psychological 
development of children, specifically the ubiquitous dilemma of finding meaning 
in one's life, and proposes fairy tales as the consummate tool in this quest, stating 
in his book titled, The Uses of Enchantment: The Meaning and Importance of 
Fairy Tales, "Nothing is more important than the impact of parents and others 
who take care of the child; second in importance is our cultural heritage, when 
transmitted to the child in the right manner. When children are young it is 
literature that carries such information best" (1975, Bettelheim, p.5). This book is 
an in depth study of the psychoanalytic meaning of children's fairy tales, and how 
they influence the child's psychological development. Bettelheim considers the 
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fairy tale to be "...the most enriching and satisfying genre of literature in terms of 
stimulating imagination, developing intellect, clarifying emotions, being attuned 
to one's anxieties and aspirations, suggesting solutions to perturbing problems, 
and teaching a moral education, ...not through abstract ethical concepts, but 
through that which seems tangibly right and therefore meaningful to him [sic]" 
(Bettelheim, 1975, p.4). The Uses of Enchantment was published in 1975 which 
may account for the sexist language, such as the offensive use of "he" and "him" 
as the universal pronoun used throughout Bettelheim's writing. 
Bettelheim sees a clear connection between psychoanalysis and fairy tales, 
quoting Freud's belief that it is only by struggling courageously against difficult 
odds that we can glean meaning out of our existence, and likewise credits fairy 
tales with delivering this exact message to children. "It is characteristic of fairy 
tales to state an existential dilemma [such as coping with the death of one's 
parents] briefly and pointedly. This permits the child to come to grips with the 
problem in its most essential form, where a more complex plot would confuse 
matters for him [sic]" (Bettelheim, 1975, p.8). Bettelheim contends that young 
children are not equipped either emotionally or cognitively to analyze and resolve 
such serious issues as sibling rivalry, sexual desires, oedipal complexes and the 
like, but can work through these quandaries through reading and/or acting out 
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fairy tales, i.e., a young girl acting out the story of Cinderella may be doing so to 
assuage deep seated sibling rivalry, according to Bettelheim. 
Images of Girls and Women in Fairy Tales 
Sherry Ortner describes her analysis of the Grimms’ Fairy Tales in her 
book titled. Making Gender: The Politics and Erotics of Culture, with an eye 
toward the ways in which female agency is constructed differently from male 
agency, and the ways in which male and female heroes differ. She writes, "I 
suppose I expected to find the usual binaries: passive/active, weak/strong, 
timorous/brave, etc. What I had not quite expected to see was a recognition in 
the tales that female characters had to be made to be passive, weak and timorous, 
that is, a recognition that agency in girls had to be unmade" (Ortner, 1996, p.9). 
She describes the female heroes in the Grimms' Tales as "victim heroes" and 
states that, "Although they are the protagonists, the action of the story is moved 
along by virtue of bad things happening to them, rather than their initiating 
actions as in the case of the majority of male heroes" (Ortner, 1996, p. 9). These 
protagonists do not take an active role in guiding the direction of the story, but 
are torpid characters who allow the action in the story to happen to them. 
Marie-Louise von Franz calls these women anima women - anima 
meaning an individual's true inner self that in the analytic psychology of C.G. 
Jung reflects archetypal ideals of conduct. "Such women simply play the role 
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intimated to them . . .they are conscious of themselves only as mirrors of the 
man's reaction" (von Franz, 1972, p. 2). von Franz asserts that females in fairy 
tales may be portrayed as anima figures, or as real women, depending on who is 
retelling the tale (von Franz, 1972). Certainly feminist fairy tales would be likely 
to portray the female characters as "real" women. 
Ruth Bottigheimer writes, "A nineteenth century critic, Edmund Wengraf 
(1889), discusses the effect of popular literature on its reading public, asserting 
that it purveys a falsified image of reality to them, and especially to its female 
readership" (Bottigheimer, 1987, p. 13). Yet Bruno Bettelheim seems to 
contradict Bottigheimer's assertion when he states that, "...all characters [in the 
fairy tales] are typical rather than unique" (Bettelheim, 1975, p. 8). Bettelheim 
continues his discussion on a common theme in fairy tales: good versus evil, 
stating that "good and evil are omnipresent in life and the propensities for both 
are present in every man [sic] ...evil is ...symbolized by the mighty giant or 
dragon, the power of the witch, the cunning queen... the wicked sisters..." 
(Bettelheim, 1975, p.9). 
Bottigheimer contends that speech and speech patterns, that is who 
speaks and in what manner, comprise a vital component for content analysis of 
the Grimms' Tales. She writes, "A scholarly treatise is not needed to document 
centuries of male impatience with and irritation at women talking ...because 
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discourse can be understood as a form of domination, and speech used as an 
index of social values and the distribution of power within a society" 
(Bottigheimer, R., 1987, p. 51). Just one example of the use of speech, or of 
silencing, as the case may be, is Bottigheimer's example of "textual silencing" 
from Hansel and Gretel, "Hansel speaks not only more [often] than Gretel, but 
also at greater length, and his first words to Gretel are 'Quiet, Gretel'" 
(Bottigheimer, R., 1987, p. 52). Cinderella is cited by Bottigheimer as an 
example of Grimms' use of textual silence and powerlessness embodied by the 
titular protagonist. "It is not an overt curse that condemns her [Cinderella] to 
silence; it is the pattern of discourse in Grimms' Tales that discriminates against 
'good' girls and produces functionally silent heroines" (Bottigheimer, R., 1987, 
p.53). Bottigheimer describes the Grimms' Tales as being demonstrative of a 
persistent pattern of silencing and silence of women. She traces this standard 
back to medieval times, calling it a "paradigm for powerlessness". Power is voice, 
and female characters in fairy tales seldom have one. While we can recognize that 
imagery as well can be powerful, and that there may well be power associated 
with the silent image, it is nonetheless significant to analyze power imbalances 
through both voice and image. 
Power, when given to male figures, is described by Bruno Bettelheim 
who maintains, "Oedipal fantasies of glory are given body in tales where the 
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heroes [boys] slay dragons and rescue maidens" (Bettelheim, 1975, p.280). Males 
figures generally command authority through both voice and physical strength. 
Bettelheim writes, "So the father who blocks the boy's oedipal desires is not seen 
as an evil figure within the home, or split into two figures, one good and one bad, 
as the mother often is. Instead, the oedipal boy projects his frustrations and 
anxieties onto a giant, monster, or dragon" (Bettelheim, 1975, p. 114). Mother 
figures in fairy tales are often split into two distinct personalities externalized as 
good and evil, e.g., the kindly grandmother who transforms (is temporarily 
replaced by) a wolf, or the good (albeit dead) mother and the evil living 
stepmother, or the evil mother and the good fairy godmother. Bettelheim 
contends that, "Such splitting up of one person into two to keep the good image 
uncontaminated occurs to many children as a solution to a relationship too 
difficult to manage or comprehend" (Bettelheim, 1975, p.67). "While the fantasy 
of the evil stepmother [or "impostor"] thus preserves the image of the good 
mother, the fairy tale also helps the child not to be devastated by experiencing his 
[sic] mother as evil" (Bettelheim, 1975, p.69). 
Maria Tatar writes in The Hard Facts of the Grimms' Fairy Tales, "There 
are three types of ogres [or evil characters] in the Nursery and Household Tales. 
The first comprises beasts and monsters, ...the second group consists of social 
deviants, ...the third, and this group easily outnumbers the members of both the 
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other categories, is composed of women" (Tatar, M., 1987, p.139). These are the 
various cooks, stepmothers, or witches who feast on the flesh of their own 
relatives. "The many faces of maternal evil in fairy tales represent the obverse of 
all the positive qualities associated with mothers. Instead of functioning as 
nurturers and providers, cannibalistic female villains withhold food and threaten 
to turn children into their own source of nourishment, reincorporating them into 
the bodies that gave birth to them" (Tatar, M., 1987, p.140). 
Unlike Bruno Bettelheim, Jack Zipes views fairy tales in a sociohistoric 
context, tracing traditional German stories from their original folk form, an oral 
peasant tradition, through to the Grimm brother's translations into high German, 
a bourgeois art form. "The fairy tale is the bourgeoisification [sic] of the pre¬ 
capitalist folk form arising in German largely because of the social changes and 
upheavals in the eighteenth century" (Zipes, 1979, p.29). "The Freudians [such as 
Bettelheim] and neo-Freudians have", he says, "made exhaustive studies of the 
tales in connection with sexual drives, dream symbolism, and phases of sexual 
development and maturation" (Zipes, 1979, p.21). 
This Freudian perspective differs greatly from that of Jack Zipes. For 
example, Zipes describes Hansel and Gretel as a plebeian story of hope and 
victory, stating that, "Peasants were often left to shift on their own and forced to 
go to extremes to survive [including] ... abandonment of children" (Zipes, 1979, 
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p.32). Bettelheim views this same story through a Freudian lens, as evidenced in 
such statements as, "The story of'Hansel and Gretel' gives body to the anxieties 
and learning tasks of the young child who must overcome and sublimate his [sic] 
primitive incorporative and hence destructive desires", and, "This is how the child 
feels when devastated by the ambivalent feelings, frustrations, and anxieties of the 
oedipal stage of development, as well as his previous disappointment and rage at 
failures on his mother's part to gratify his needs and desires as fully as he 
expected” (Zipes, 1979, p.159, 163). 
Zipes does not dismiss Bettelheim's theories altogether, in that he is in 
agreement with Bettelheim in his belief that fairy tales do serve a utilitarian 
purpose for the child. Zipes, however, de-emphasizes Bettelheim's claims of the 
psychologically therapeutic power of fairy tales, calling these claims "excessive" 
(p.162) and opts for one of broader socialization; finding one's place in society. 
"No wonder that his book [The Uses of Enchantment, Bettelheim] is largely 
male-oriented and fails to make careful distinctions between the sexes, ages and 
class background of children. Nor does he bother to consider that the theories 
derived from Freud have to be made more historical and scientific to account for 
sex, age and class differences" (Zipes, 1979, p. 167). According to Zipes, Charles 
Perrault (France), as the Brothers Grimm (Germany), likewise lifted traditional 
folk-tales from their oral history into high culture translation. He classifies some 
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of the fairy tales from Histoires on contes du temps passe' (Witten in 1697 by 
Charles Perrault) into two categories, those that address girls, and those that 
address boys. "Sleeping Beauty, Little Red Riding Hood, Blue Beard, The 
Fairies, and Cinderella are aimed directly at females; Puss in Boots, Ricky of the 
Tuft and Little Tom Thumb address males" (Zipes, 1979, p.23). 
To paraphrase, Sleeping Beauty embodies the ideal female characteristics 
of the time and place (turn of the 17th century / France): physical beauty, even 
temper, grace, patience, elocution, proficiency in music and dance, and the ability 
to remain ever passive and docile until such time as she is rescued by a prince. 
Little Red Riding Hood teaches that proper young girls never disobey nor speak 
to strangers lest they be "devoured by their own sexuality". Blue Beard warns 
women against sinful curiosity and imagination, while encouraging humility and 
self-discipline. The Fairies pits female against female in a competitive manner. 
The docile polite sister is rewarded and marries a prince, while the arrogant and 
disagreeable sister is banished from the home and dies. Cinderella, also pitted 
against her counterparts, is a self-effacing housekeeper whose exemplary 
character goes unnoticed until she is properly dressed as a fashion queen (Zipes, 
1979). 
Perrault's fairy tales which 'elevate' heroines [sic] reveal that he 
had a distinctly limited view of women. His ideal femme civilised 
of upper-class society, the composite female, is beautiful, polite. 
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graceful, industrious, properly groomed, and knows how to 
control herself at all times. If she fails the obedience test, she is 
punished ...the task confronted by Perraulfs model female is to 
show reserve and patience, that is, she must be passive until the 
right man comes along to recognize her virtues and marry her. 
She lives only through the male and for marriage” (Zipes, 1988, 
P-25). 
In Perraulfs fairy tales, stupidity is a female "quality". "In his [Perrault] 
mind as in that of many men (and women) beauty is an attribute of women, just 
as intelligence is an attribute of man" (Zipes, 1988, p.25). 
Jack Zipes contends that the utilitarian purpose of the Perrault fairy tales 
is to socialize children into their proper female and male roles. "Perrault 
amalgamated folk and literary motifs and shaped them in a unique way to present 
his particular bourgeois view of social manners. In doing this Perrault shifted the 
narrative perspective of the popular folk-tale genre from that of peasantry to that 
of the bourgeois-aristocratic elite ...viewed in terms of the socialization of 
children, it had dire consequences on the way children came to perceive their 
own status, sexuality, social roles, manners and politics" (Zipes, 1988, p.28). In 
his book titled. The Trials and Tribulations of Little Red Riding Hood: Versions 
of the Tale in Sociocultural Context, Zipes traces the story of Little Red Riding 
Hood from its original folk version, through 31 translations, beginning with 
Perraulfs (French) 1697 translation up through Chiang Mi’s (Chinese) 1979 
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translation. "Literary fairy tales were consciously employed in the 17th century to 
reinforce the Western civilizing process, and their discourse on manners and 
norms has contributed more to the creation of social norms than we realize 
...Little Red Riding Hood ...can reveal to what extent the boundaries of our 
existence have evolved from male phantasy [sic] and sexual struggle for social 
domination” (Zipes, 1983, p. xi). 
The Relationship of Female Protagonist to Other Characters 
In Fairy Tale Romance: The Grimms, Basile and Perrault, James 
McGlathery examines the relationship of girls and women to the other characters 
in the story beginning with brother/sister relationships. While McGlathery’s 
perspective is an interesting one, it is not a perspective that is widely regarded as 
valid. In Hansel and Gretel, the brother and sister's relationship is seen as that of 
innocent love, yet one which mirrors a marital relationship. Upon finding the 
gingerbread house, McGlathery states, "It [the gingerbread house] provides them 
[Hansel and Gretel] occasion for something akin to a celebration of their now still 
closer relationship to one another - like the wedding cake for a bride and 
bridegroom ...this house of sweets offers Hansel and Gretel ...the prospect of 
cohabitation” (McGlathery, 1991, p.28). As the sibling relationship moves further 
apart biologically, as in step siblings, their feelings for one another are intensified. 
In The Juniper Tree, McGlathery notes, "He [the brother] values the sister's 
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devotion that much more - perhaps as a substitute for his biological mother, who 
died in childbirth" (p.30). The feelings intensify in the case of the child who is 
raised in the home as a sibling, but who is unrelated by blood. In Fundevogel [the 
Foundling], there is "...an even more pronounced erotic element" (p.30). "Before 
Lenchen [the sister] betrays the cook’s murderous plan [to boil the brother in 
water] to Fundevogel she says to him, by way of admonition or warning and 
rather in the manner of a woman out to secure a man's love (they are lying 
together in bed), 'If you don't forsake me, I won't forsake you either'" 
(McGlathery, 1991, p.30). 
Sisters are often seen "in the romantically appealing role of saving angel" 
(p. 32), seen by McGlathery as incestuous and "most pronounced in those tales in 
which a baby sister yearns for her absent older brothers [As in The Seven 
Ravens], who have typically left home for reasons related to the sister's birth" (p. 
32). McGlathery offers other examples of siblings being turned into animals (The 
Little Lamb and the Little Fish, The Twelve Brothers, The Six Swans) thereby 
providing "opportunity to portray the siblings' intense devotion to one another 
across a far greater biological divide than between the sexes - a boundary that 
perhaps serves as a metaphor for the barrier represented by the incest taboo" (p. 
30). 
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Another relationship of the female character to the other which 
McGlathery examines is that of beauties to beasts. "Stories about beauties and 
beasts invariably have nubile heroines [sic]" (McGlathery, 1991, p. 55). It is 
typical in these stories for future husbands to appear as animals until such time as 
the young female reaches marriageable age. McGlathery writes about The Frog 
King, "Her [the princess] emotional crisis [wanting to remain a child forever] is 
heightened by her father's insistence that she honor her promise to the frog, an 
insistence that may echo the girls' own feeling that the time has come when she 
must abandon her filial attachment and cleave to a spouse" (McGlathery, 1991, p. 
58). Other stories which depict potential suitors as animals are Snow White and 
Rose Red [a bear], The Little Donkey [a jackass]. The Singing, Jumping Little 
Lark [a lion]. In all of these stories the bridegroom discards his animal exterior 
just in time to consummate the marriage. "These scenes especially suggest a 
bride's half-conscious sense that the bridegroom enters the room as a bit of a 
beast ...but as desire takes its course, the bridegroom becomes a thing of beauty 
to her, all the more so once he has shed his clothes - or, as in these tales, his 
beastly hide" (McGlathery, 1991, p.63). 
The father / daughter relationship is also examined by McGlathery, first as 
paternal devotion. To summarize, the father is often depicted as either a 
widower, or his wife plays little or no role, either of which serve to heighten the 
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intimate relationship shared between father and daughter. Gail Griffin, a feminist 
professor at Rutgers University, refers to the motherless child this way, (she is 
referring to the MGM Studio production of L. Frank Baum's The Wizard of Oz), 
The absence of a male hero from this myth allows us not only to 
see Dorothy clearly as its protagonist, but to focus attention on 
the film's remarkable triptych of powerful female images. But first, 
remember that Dorothy is motherless, like almost every 
memorable girl/woman in literature and folklore. Motherlessness 
in female mythology, signifies detachment from female tradition, 
sources, power, and protection, as well as, sometimes, resistance 
to the culturally inscribed feminine, rejection of gender 
expectations (Griffin, 1995, p. 57). 
McGlathery notes that jealous passion in the father / daughter relationship 
is also a common theme in fairy tales and is evidenced in the father's dubious 
involvement in the daughter's bedchamber on her wedding night. This theme is 
evident in the tale Hans My Hedgehog, among others. The mother / son 
relationship is also examined, but "is much less common in the romantic folktale 
than the like situation between father and daughter" (p.103). 
Older Women 
"They [older women] most often represent the obstacle or opposition that 
young love must overcome if it [love] is to be fulfilled", such as the wicked 
queens in Sleeping Beauty and Snow White. However, "One also finds instances 
in which an older woman appears motivated to recover something of her lost 
62 
youth ...through vicarious participation in the joys of youthful desire", the fairy 
godmother in Cinderella, for example (McGlathery, 1991, p.l 13). Older women 
in fairy tales typically appear either physically unattractive or ugly by nature, 
either throughout the story, or by means of transformations. Older women can 
appear as hags, witches, stepmothers, sorceresses, queens, cooks, fairy god 
mothers, and grandmothers. "Older women in folktale often possess magical 
powers or knowledge of occult sciences" (McGlathery, 1991, p. 116). With age 
comes wisdom and loss of physical beauty, while earlier it was suggested that 
stupidity is considered a quality in beautiful young women (Perrault). "In many 
fairy tales the witch is conflated with the evil and/or ugly stepmother ... the witch 
is the bad Mommy, the dark side of the maternal moon, the shape of our fear that 
we will not be nurtured and cherished, the silhouette of our anger at the woman 
who somehow does not meet what we think are our needs" (Griffin, 1995, 
p.257). 
Folklore Origins: Myth and Folk Tales 
It is generally accepted that folklore - the lore of the people - is the oral 
tradition of the folk; its major forms being folk tale and myth, but the study of 
folklore, by folklorists, also includes a lengthy list of other oral, and non-oral 
tradition such as legends, jokes, proverbs, riddles, chants, charms, blessings, 
curses, oaths, insults, retorts, taunts, teases, toasts, tongue-twisters, greeting and 
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leave-taking formulas, and so on. Folklore can also be described as folk costume, 
folk dance, folk drama, folk art, folk belief, folk medicine, folk instrumental 
music, folk songs, folk speech, folk similes, folk metaphors, and more. Folk 
poetry ranges from oral epics to autograph book verse, epitaphs, latrinalia 
(writings on the walls of public bathrooms), limericks, ball bouncing rhymes, 
jump-rope rhymes, and finger-toe counting rhymes, to name just a few (Dundes, 
p.3). 
Folklorists around the world may disagree on exact definitions of 
folklore, yet many refer to Maria Leach's twenty-one definitions of folklore, 
which appear in her book. Standard Dictionary of Folklore, Mythology, and 
Legend, written in 1949. The foremost criterion is that folklore stems from the 
oral tradition. Most, if not all folklorists would agree on this point; a problematic 
view, however, when one considers how dances, or children's games are passed 
on (orally, or through gestures?), or when one considers more recent forms of 
folklore, latrinalia, for example. Nevertheless, here I will focus my discussion on 
myth and folk tales, the roots of which are firmly in the oral tradition. 
In the folklorist's search for the origins of lore, most have developed 
theories dealing with two characteristics of folklore: multiple existence, and 
irrationality. "Multiple existence refers to the fact that an item or theme of 
folklore appears at more than one time and place" (Dundes, p. 53). In other 
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words, similar folk tale motifs exist in folk tales which have originated in vastly 
different parts of the world. One example of multiple existence is the obstacle 
flight (Motif D672) in which the fugitive throws objects behind him that 
magically become obstacles in his pursuer's path (Dundes). Incidentally, many of 
today's Nintendo games, and other computer and video games are based on this 
same obstacle flight motif Explanations for this phenomenon include polygenesis 
and monogenesis. 
Polygenesis is the notion of many origins - that ideas originate in several 
places simultaneously. "Frequently polygenesis is associated with the concept of 
the psychic unity of man" (Dundes, p. 53). Monogenesis theory, or diffusion, 
dictates, on the other hand, that folklore is from one origin, moving from one 
individual to another, from one culture to another. "According to one 
[monogenetic] scheme strongly supported in England, all men evolved in one 
evolutionary path through three absolutely identical stages of savagery, 
barbarism, and civilization" (Dundes, p. 53). Savages, they said were exemplified 
by Aboriginal people, barbarians by peasants, and civilized people, by the 
English. It is not surprising that this theory was so strongly supported by the 
English scholars who classified themselves as the civilized group to which all 
other cultures shall be measured. 
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Myth and folklore have traditionally been interpreted naturalistically, as in 
solar mythology, psychoanalytically, as in Freud's interpretations, or 
anthropologically. To Max Muller, Cronus' cannibalism, for example, signifies the 
heavens devouring, then releasing the clouds. According to Dundes, 
anthropologists widely disagree with Muller's interpretations, believing that 
myths originated during the savage stage of development (Dundes, p. 90). 
Myth-Ritualists have their own interpretation of myth. The story of the 
Three Bears for example is seen as "a narrative associated with a rite" (Dundes, 
p. 84). The rite, in this case, may be the Northern European ritual practiced by 
the Wogulitzi in Siberia which involves sacrificing three bears to their gods, after 
the hunt (Phillips, p. 84). Another ancient ritual, practiced by the Druids, may 
account for the folkloric rhyme, Eenie, meenie, miny, mo, believed to be a magic 
rhyme used by the Druids to select their victims for human sacrifice (Dundes, p 
84). 
Psychoanalysts bring their own unique perspective to folk tale 
interpretation, believing that they are replete with symbolism. According to 
Dundes, traditional folklorists discount this symbolic interpretation, as well as the 
"equally absurd" solar interpretations, in favor of historical perspectives which 
lend literal meaning to the tales. While the solar interpreters explain references to 
castration and cannibalism as the heavens devouring the earth, the psychoanalysts 
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explain these same references as the need of the folk to project their emotional 
lives into a safe, externalized, socially sanctioned form; folklore, thereby 
providing themselves with a coping strategy. The unconscious originates in our 
organic instincts and is composed of wishes which are actively striving to be 
expressed. We repress these urges, creating conflict between opposing forces, 
creating our moral consciousness. That which we actually express is a 
compromise. Our unconscious impulses are primitive in that they represent an 
earlier (infantile) stage of development, and a lower stage of evolution (Dundes, 
p. 88). 
The ideas that the symbolism represent are generally limited to immediate 
blood relatives, various body parts, and the phenomena of birth, death, and love. 
Many of these symbols are sexual in nature. In Frog Prince tales, for example, the 
frog symbolizes the male sexual organ. The princess is initially repulsed by the 
frog, yet he gradually gains access to her bed, where he is unleashed from the 
spell, and the princess overcomes her aversion to him. 
Incest, rampant in ancient mythology, is also evident in folk tales. Freud 
believed that all children experience an intense incestuous attachment to their 
opposite sex parent, and react to that attachment with fear, hate, and later, guilt. 
Incest symbolism in fairy tales is the desire to free oneself from guilt and from 
danger of punishment. Jack and The Beanstalk is interpreted by the 
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psychoanalysts as a masturbation fantasy with an incest motive (Dundes, p. 103). 
The bean and stalk are symbolic testicles and penis; and Jack's mother reprimands 
him when she perceives him to be lying about his bean tree springing up. The 
Oedipus myth is perhaps the best known of the incest stories, as interpreted by 
the psychoanalysts, as are most folk tales in which the son kills or attempts to kill 
his father. There are varying interpretations of the Oedipus myth, including a 
solar interpretation wherein Oedipus is light, or the night when he is blinded, as 
well as interpretations of birth trauma, wherein Oedipus spends his life trying to 
undo his own birth, and interpretations that place Oedipus in conflict with his 
father over parental authority, all of which would render Freud's Oedipus 
Complex a misnomer. 
Conclusion 
This literature review begins to identify the significance of looking at 
children's literature in a critical way, and attempts to rationalize the impetus for 
questioning the ways in which girls and women are portrayed in that literature. 
When one takes care to look carefully at a book's speech patterns, story lines and 
illustrations, standards, or motifs emerge that may not be readily distinguishable 
at first glance. A content analysis of the Grimms' Tales reveals many such motifs, 
and can be viewed through many lenses depending on the reader's experience. 
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Ruth Bottigheimer's lens is a feminist one and her analysis of the Grimms' 
Tales reveals that. 
The collection as a whole presents a consistent vision of gender 
differences ...a pattern of radically different moral expectations for 
girls and for boys ... The persistent denial of female voice in 
Grimms' Tales culminates in the act of speaking, which is often 
made to herald female viciousness ...German chapbooks regularly 
belittled and castigated women's speech (1987, Bottigheimer, p. 
168-9). 
When speech or voice in the literature is afforded only to those who 
dominate their world, i.e., only to men, and all else (women's speech) is 
considered to be nothing more than idle and meaningless chit chat (or worse), it 
sends a message to the reader and teaches the reader about society's normative 
ideals. When girls are inculcated with these misogynist ideals from birth, there 
can likely be a detrimental impact to their development. It is therefore important 
to teach children to take notice of how the literature portrays its characters, and 
to read with a critical eye. 
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CHAPTER 3 
METHODOLOGY 
No two robins are ever the same... each is as different as you and I, and we can 
never exhaust the possibilities of learning something new each time we observe a 
robin. This is also true of everything else in life, every experience, every situation, 
every bird, tree, rock, water, and leaf, for we can never know enough about 
anything. (Stalking Wolf, Apache Tracker from: Bowen, B. 1993, Tracks in the 
Wild. Boston: Little Brown and Company) 
General Research Model 
Methodology is the branch of logic concerned with the orderly 
arrangement of data, and with the application of principles of reasoning to 
scientific and philosophical inquiry. The methodology which supports and 
sustains this study is Literary Criticism, yet Literary criticism merely defines the 
researcher's approach to collecting and presenting the data while implying an 
analytical or philosophical paradigm. To engage in Literary Criticism requires the 
researcher to define not only the exact body of literature to be collected, how to 
go about collecting the literature, and what components of the literature will be 
analyzed, but also to identify and define the particular lens through which the 
researcher will view, or analyze, the literature, i.e., the method or paradigm. 
Many approaches to literary critique have evolved over time and there 
currently exists a broad range of popular epistemologies, from Matthew Arnold's 
impartiality; [''Matthew Arnold, in an 1864 essay entitled 'The Function of 
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Criticism at the Present Time' declares that literary criticism must abide by a rule 
that may be summed up in one word - disinterestedness" (Stevens & Stewart, 
1992, p. 84)], to a critical paradigm, an approach that starts from the experiences 
of a social group that has been excluded, marginalized, or oppressed over lengthy 
historical periods. These "typically include a critique of social inequities related to 
those experiences [of oppression]; and which work toward, directly or indirectly, 
some sort of emancipatory social change for those groups" (Scheurich & Young, 
1997, p.12). 
I have found the prescribed methods of literary criticism; formalistic, 
historical, psychological, feminist, to be inadequate in meeting my particular 
needs as a researcher. I have struggled to find a balance between having to define 
a research paradigm to support my study, and simultaneously resist the implied 
expectation to define a paradigm. Research paradigms, as they were taught to 
me, moved on a linear time continuum from Positivist (as in Quantitative) to 
Interpretivist (as in Qualitative) to Critical (as in Feminist, or Freireian 
Participatory), without much leeway, or freedom of thought, for diversions into 
other realms of individual thought processes which may not necessarily fit neatly 
into an existing and clearly defined paradigm. 
Feminist Literary Criticism lends itself quite nicely to this study in that it 
is an appropriate lens through which to view the data. It is not, however, a 
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completely satisfying one to me. Feminist literary critics examine those issues that 
are in the forefront of feminist theory; the ways in which literature either affirms 
or dispels sexist stereotypes, whose voice is being heard, or even how literature 
has served to oppress women. With respect to the traditional fairy tales, most 
feminist critics agree that these tales have contributed to the spread of damaging 
notions about sex roles. Andrea Dworkin believes that we have taken the images 
of childhood fairy tales with us into adulthood and assumed our identities 
through the images of helpless females (Dworkin in Zipes, 1986), and Marcia 
Lieberman, a feminist scholar, accuses the writers of the tales of being overtly 
sexist with most of the female characters portrayed as helpless, submissive prizes 
for daring young men (Lieberman in Zipes, 1986). Robert Moore details the 
nefarious ways that fairy tales portray women, and other marginalized 
populations, in his book titled. From Rags to Witches: Stereotypes, Distortion 
and Anti-humanism in Fairy Tales, in which he states, "Females are poor girls or 
beautiful princesses who will only be rewarded if they demonstrate passivity, 
obedience, and submissiveness" (Quoted in Zipes, 1986, p. 6). 
From a political perspective, though. Feminist Literary Criticism may 
have limitations that restrict the researcher from viewing the data in a holistic 
way. It is the term Feminist that, for me, is most problematic. While I agree with 
many of the basic tenets of Feminist Theory; women's struggle for equality, and 
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the desire to enlist men as allies in a united struggle rather than as adversaries, for 
example, I do take exception to some political connotations associated with the 
feminist. Her or his position, some would argue, is one of exclusivity; a 
movement waged primarily by Anglo, middle class, academically privileged 
females; a movement that either excludes women of color, or makes assumptions 
about, and imposes its beliefs on others; a movement that inherently serves to 
exclude in its attempt at inclusion and pluralism. A feminist perspective then, is 
only partially suitable. 
While feminist critics generally share some common concerns regarding 
society's beliefs about the nature and function of women in the world, with how 
these beliefs are played out in literary plots, and with the ways in which this 
controls and/or sustains societal attitudes toward women, as in the social justice 
school of thought, there seems to be no clearly defined methodology or school of 
criticism with which the feminist critic forms an alliance. However, one prevalent 
mode of feminist critique, called stereotypical criticism, describes works in which 
the image of woman in literature is examined for bias (Stevens & Stewart, 1982). 
This approach arises in response to authors who may perpetuate sexist 
stereotypes by portraying male domination and power as natural and/or desirable. 
Cheri Register reflects what a number of feminists critics argue: that literary 
criticism has a social context, and feminist criticism has a sociopolitical purpose 
73 
in that context. Conversely, any claims to objectivity made by more traditional 
formalist critics are specious and inadequate whenever they fail to pay heed to 
the social context (Guerin, et. al., 1979). There exists in this study a tension 
between the stereotypic mode of critique and the Postmodern perspective. The 
latter is a much broader view which encompasses social issues that move beyond 
the identification of literary stereotypes, yet both are significant lenses with which 
to view the data. 
Cheri Register categorizes feminist criticism into three distinct 
subdivisions, each with its own target they are: "...the analysis of the 'image of 
woman', nearly always as it appears in works by male authors, ...the examination 
of existing criticism of female authors, [and] ...'prescriptive' criticism that 
attempts to set standards for literature that is 'good' from a feminist viewpoint" 
(Register, 1975, p. 
3). 
Feminist literary critics have paid particular attention to A Room of One's 
Own, written in 1929 by Virginia Woolf, in their examination of the existing 
criticism of female authors. This book has sparked the interest of many feminist 
literary critics because it is written by a woman, in 1929, and is about female 
authors. In her book, Woolf examines some of the barriers which have 
historically hampered women writers in the past. She contends, somewhat 
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metaphorically, that a woman must have money and a room of her own if she is 
to write fiction. Woolfs suggested criteria for evaluating literature are, "Truly 
great literature, whether written by a woman or a man, must be androgynous, 
must transcend self-consciousness about gender, must be calm and at peace" 
(Stevens & Stewart, 1992, p.89). "In A Room of One's Own, Virginia Woolf 
invents the life of Shakespeare's sister, a woman who, though possessing 
considerable talents of her own, was doomed because of the cultural prejudices 
of her time to die unknown..." (Polowetzky, 1996, p. xi). Woolfs account depicts 
the oppressive sexism of her time. 
Judith Cook and Mary Margaret Fonow have identified some 
epistemological principles of feminist methodology which include: 
The necessity of continuously and reflexively attending to the 
significance of gender and gender asymmetry as a basic feature of 
all social life; the centrality of consciousness raising as a specific 
methodological tool and as a general orientation or 'way of 
seeing'; the need to challenge the norm of objectivity that assumes 
that the subject and object of research can be separated from one 
another and that personal and/or grounded experiences are 
unscientific; and emphasis on the empowerment of women and the 
transformation of patriarchal social institutions through research 
(Cook & Fonow, 1990, p. 72-3). 
Mary Humm explains the transformation of patriarchal social institutions 
through a redefinition of literary theory - as one which understands the female 
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experience from a female perspective thereby breaking down barriers and 
allowing for full participation in theoretical discussion (Humm, 1986). "An even 
more important task for feminist criticism, then, is to reevaluate the whole terrain 
of criticism itself as mapped out and colonised [sic] by men; that is, to change the 
language of literary criticism from one of power and possession to one of 
emotion and caring" (Humm, 1986, p. 6). I believe that it would be wise to 
include the elements of emotion and caring in the language of literary criticism, 
versus changing it, as both have merit. Although power and possession are not 
considered to be feminist values, they nevertheless exist and warrant critique. 
The focus of feminist criticism is on the ways that women have been 
marginalized and excluded throughout history. My particular approach is 
anything but disinterested, and many feminist critics reject the idea of a totally 
disinterested criticism as both impossible and undesirable. "Such critics freely 
admit that their interpretations of literature are deeply influenced by their feminist 
perspectives; further, many argue that exposing sexism, elucidating feminist 
ideals, and thereby contributing to the liberation of society can be a proper 
function of literary criticism" (Stevens & Stewart, 1992, p. 84). In addition to the 
argument which supports a feminist perspective, I would argue that it is 
impossible not to have a personal bias as we are not devoid of culture, history, or 
political affiliation. "The ways in which critics approach literary works, the 
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questions they ask, and the answers they reach will all to some extent be 
determined by their beliefs-whether these beliefs are Christian or atheist, 
democratic or communist, sexist or feminist" (Stevens & Stewart, 1992, p.85). 
Surely, one cannot avoid bringing one’s own experience to critiquing a literary 
work however, I would alter the binary oppositions set forth by Stevens and 
Stewart to read, religious or atheist, democratic or autocratic, sexist or feminist, 
as the previous oppositions assume a Eurocentric Christian perspective. I would 
also argue that one's experiences and beliefs most definitely influence the ways in 
which critics approach literary works, the questions they ask, and the answers 
they reach. 
My own personal experiences and beliefs are the driving force behind my 
approach to literary works. Northrop Frye states, "Some want to devour the text; 
some want to surrender to it; some want to read it; some want to misread it; 
some want to extract its essence; some want to proclaim its existence; some 
critical engineers want to build bridges connecting the images; some critical 
developers want to build new structures in the empty spaces" (Frye, 1990, p. 19). 
Each researcher has her or his own unique approach, but I would argue that one 
cannot possibly misread a literary text, because each interpretation is based on 
that individual reader's unique experience, and each reader will extract a uniquely 
valid meaning from the text. Frye also contends that, "It is curious, considering 
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the brilliance of the leading scholars in the field, how much critical theory today 
has relapsed into a confused and claustrophobic battle of methodologies" (Frye, 
1990, p. 19). Frye was probably not intending to be humorous, one can never be 
sure, but I am amused by this statement as I consider the confused and 
claustrophobic battle of methodologies to be a positive thing, a move in the right 
direction. Where there is confusion there is usually change. The terms confused 
and claustrophobic connote negative images, and suggest that critical theory is 
chaotic and viewed narrowly. However, these terms could also be construed as 
multidimensional (confused), or uniquely individual (claustrophobic). 
Rather than isolate a particular discourse in which to stand, an existing 
paradigm in which to fit, I propose that this writing, this exploration of 
methodology become the paradigm. My lens can be defined as a Postmodern or a 
Postsructuralist one, yet I am increasingly hesitant to confine it, to construct the 
boundaries beyond which my thought process cannot pass. To do so, to define 
one's position, carries with it a terminal connotation, i.e., if one's paradigm is 
continually shifting, not in a chaotic or anarchistic way, but in a forward path that 
can be traced and followed and responded to and reacted to, then it is defined. 
My learning moves forward, evolves, and is continually reshaped with 
experience. 
78 
While the scientific method dictates that this study be placed on the 
continuum, it does not necessarily require that it be placed on a linear time line 
continuum, but that it simply be placed, and not float. One's method of research 
must have sufficient stability and clarity so as to be replicable by another 
researcher, or clear enough that another researcher might be influenced by its 
structure. The researcher's paradigm is as limitless and boundless as are the 
researcher's individual thoughts and experiences. 
"Research needs to be based on the reality of our existence as we 
experience it, not just from the narrow and limited view American universities 
carried over from the German research tradition" (Hopi Tribal Council Chairman 
Vernon Masayesva, quoted in Krupat, 1993, p. xix). To adopt this assumption, 
one must choose a method of conducting research - a discrete lens through which 
one views her or his world - that holds genuine meaning for that researcher. 
"When women realize that we are simultaneously immersed in and estranged 
from both our own particular discipline and the Western intellectual tradition 
generally, a personal tension develops that informs the critical dialogue. This 
tension, rooted in the contradiction of women's belonging and not belonging, 
provides the basis for knowing deeply and personally that which we criticize" 
(Westkott, 1990, p. 59). Women may feel that they are immersed in a particular 
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training, but are actually involved only peripherally because of patriarchal power 
structures. 
When any group - within a large, complex civilization - 
significantly dominates other groups for hundreds of years, the 
ways of the dominant group (its epistemologies, its ontologies, its 
axiologies) not only become the dominant ways of that 
civilization, but also these ways become so deeply embedded that 
they typically are seen as 'natural' or appropriate norms rather than 
as historically evolved social constructions (Stanfield, 1985, p. 3). 
Historically, in western civilization, white males have dominated over 
women and over people of color. Androcentric philosophies; ways of viewing the 
world and of conducting science, have been considered by many to be the correct 
and/or only methods. I envision disinterested (male) scientists in clinical 
laboratory settings, observing and taking notes on their distanced subjects, which 
will then culminate in some universal truth about the human condition. The 
reality, my reality, is that to make universal assumptions about people based on 
limited observations of particular groups is to fail to recognize individual 
differences; we can merely interpret the data we collect and make our 
assumptions based on that particular group, at that particular time and place. 
Likewise, we cannot find a universal truth, or meaning in a particular text, but 
can only make our individual interpretations. 
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For years, students had been taught that a literary text held a 
specific meaning and that the study of literature involved the 
discovery of that meaning. Students often believed they were 
expected to discover the 'correct' interpretations of poems, stories, 
and novels with the assistance of their teachers who were 
somehow privy to the answers (Russell, 1997, p. 52). 
The notion that books hold a specific or secret meaning for the student 
whose job it is, with the aid of the instructor, to unlock that meaning is, to me, an 
absurd one. I subscribe more closely to a Reader Response approach to Literary 
Criticism wherein each student, or reader, brings to the text her or his own 
unique experience and knowledge thereby formulating an individual meaning of a 
text. This is clearly evidenced by my own students who, in the children's literature 
course that I have taught, engaged in a discussion of the Cinderella story, from 
which emerged a divergence of opinion. We constructed a grid in the classroom 
on which to place the familiar literary characters from the students' childhoods. 
The Cinderella character was placed by some into the stupid category, and by 
others into the smart category. When I questioned this, asking, "How can she be 
both?", the students replied, "She's stupid because people walk all over her and 
she never complains", and, "She's smart because she rises above her oppression, 
she remains cheerful and full of hope. She has an inner strength", respectively. 
Finding the true meaning of the text is no longer the expectation in the 
classroom, for readers bring a range of perspectives and interpretations to the 
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reading of a single text. Reader-response criticism attempts to address the notion 
of multiple interpretations by seeing the reader and the text as equal partners in 
the interpretative process. "The text is no longer an object whose meaning we are 
supposed to unlock. Rather, the text is a stimulus that elicits responses from us 
based on our past experiences, our previous reading, our thoughts, and our 
feelings" (Russell, 1997, p. 52). 
It is not only significant that we all bring a unique interpretation to the 
reading of a text, but also that we all have a unique way of describing that which 
we read. How we describe a book becomes a part of the lens; which words we 
choose, and how we put them together to get a particular point across and to 
articulate a particular feeling. Northrop Frye discusses the importance of 
language in his essay titled, The Vocation of Eloquence, wherein he states, "The 
words you use are like the clothes you wear" (Frye, 1964, p. 135), meaning that 
the way you say things can be just as important as what is said. "Situations, like 
bodies, should be decently covered" (Frye, 1964, p. 135). Frye is referring to the 
use of diplomacy, and suggests that certain things are better left unsaid; "Society 
attaches an immense importance to saying the right thing at the right time" (Frye, 
1968, p. 136). I interpret his statement. The words you use are like the clothes 
you wear, to mean that one's language, or discourse, serves to identify and to 
place her or him in a particular political arena. 
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My language, discourse, lens, or approach to literary criticism, places me 
partially in a feminist arena, and partially outside of the feminist arena, and can be 
described metaphorically as a menu consisting of equal parts of Postmodernism 
and Poststructuralism, flavored with a dash of Postfeminism. I see 
Poststructuralism and Postmoderism as being nearly parallel schools of thought 
that ultimately converge, i.e., both movements are interested in discourse analysis 
and power imbalances yet employ different techniques. 
Poststructuralism is a reaction to the Structuralists who believed that all 
knowledge is dependent upon language. The Poststructuralists argue that, if this 
is true, then the language itself must be deconstructed; that discourses must be 
closely analyzed and there is virtually no limit to the connotations of language. 
Postmodernism is similar in that it recognizes a plurality of discourses 
versus a singular consciousness - that we are in perpetual motion (or 
construction) and perpetually changing. Poststructuralist and Postmoderist 
thought are closely aligned in theory, and merely approach the world from two 
sides of the same coin; one is deconstructing language while the other is 
continually reconstructing it. Post feminism thought is likewise concerned with 
discourse analysis and with issues of power, and lends itself to the identification 
of sexist stereotypes in the literature. 
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Variables to be Considered 
One significant variable to consider is the portrayal of female characters 
set in particular historical contexts in which sexism is endemic to the socio¬ 
political climate of the time. Another variable to consider is the date of 
publication of the book. Although strong female literary characters can be found 
in literature dating back centuries, a female character's depiction in a book 
published today would likely differ greatly from her depiction in a book 
published, say, in 1950. In examining the literature I will look to see if the female 
characters in books published in the 1950’s are portrayed as sexist stereotypes, in 
clearly defined gendered roles, or if the books published in 1999 portray the 
female characters as a strong individuals who, when faced with sexist oppression, 
cope with, or even resist it. 
Hence, Little Red Riding Hood's portrayal has differed widely throughout 
history, beginning with the alleged first (European) written account of her tale by 
Charles Perrault. To critically analyze whether her portrayal, one might consider 
the sociopolitical climate of the time and location of publication. The reader of a 
recently published version of the tale may be less forgiving of its sexist content 
than of the same offensive material published in a much earlier version of the tale. 
For example, the Mae Broadley retelling of the Little Red Riding Hood tale, 
published in 1965, portrays the protagonist in a stereotypically sexist manner, 
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which is not surprising when one considers the political climate of the 1960's and 
the popular depictions of women in the media during that era. In this version. 
Little Red Riding Hood is unceasingly passive and polite regardless of the 
situation; whether she is speaking with her mother or speaking to a dangerous 
woodland predator. This portrayal, however offensive, was not atypical of the 
children’s literature of its day. 
However, in recent retellings of the tale Little Red Riding Hood is often 
depicted with modem attributes and characteristics, such as is demonstrated in 
style of clothing or landscape, which serve to establish her as a neoteric 
character. In these current retellings, the reader may easily assume by the visual 
clues offered that the protagonist is a thoroughly modem young girl both in body 
and in spirit, yet be disappointed to find that she still embodies the same 
stereotypically sexist behaviors that the traditional Little Red Riding Hood is 
known for. The character’s portrayal should be consistent, i.e., her actions and 
her speech should be consistent with her visual appearance. If the author is 
portraying Little Red Riding Hood as a strong character who is capable and 
assertive, then her speech and actions should be consistent with the visual image 
rendered by the illustrator. 
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Approach 
The methodology for this study is qualitative in nature, drawing on a 
number of research paradigms. My approach to literary critique is closely aligned 
with the Reader Response Approach, while my lens is one which draws on the 
theoretical underpinnings of Postmodern, Post feminist, and/or Poststructuralist 
thought. Reader response criticism “sought to break the power attributed to the 
text itself by the intrinsic criticism which dominated literary studies throughout 
the mid-twentieth century, and empower the reader instead” (Stephens, 1992, p. 
58). 
The Reader Response approach to literary criticism recognizes the unique 
experiences of the individual reader and how their personal experience and prior 
knowledge contribute to the particular understanding that each reader will glean 
from a text. Of the many popular approaches to literary criticism, the Reader 
Response approach is one that holds great appeal for me. The Reader Response 
approach lends itself well to a Postmodern critique in that it recognizes a plurality 
of responses to the text that is dependent upon the individual reader. 
Data Collection 
I have conducted a search of town libraries, university libraries, public 
school libraries, private libraries, and personal collections, as well as consulted 
with experts in the field of children's literature: professors, librarians, and other 
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educators for appropriate titles to utilize in this study. I have also consulted 
annotated bibliographies and other resources for children's literature, such as 
Children's Literature: An Issues Approach (Rudman, 1995), for example. 
The search for the body of primary literature which was analyzed for this 
study consists of 36 retellings of the Little Red Riding Hood tale. I selected 
books based on the components of the traditional Grimms and/or Perrault 
versions of the tale; a young female protagonist, a red cape or other red garment, 
a wolf or other predator, a grandmother, and so on. Not every retelling was 
exactly matched to the Grimms and/or Perrault versions, but most had the same 
theme: that of the young protagonist being sent on an errand by their mother 
during which time they stray form the path and are subsequently accosted by a 
predator. I selected a few books, not because they were exact retellings of the 
Little Red Riding Hood tale, but because they featured a protagonist who was 
pursued by a fox or other predator, as in Rosie ’s Walk wherein a hen named 
Rosy is stalked by a fox, or The Tuba Lesson, wherein the male protagonist is 
warned not to dilly-dilly on the way to his music lesson, and is stalked by a bear. 
The data that form the basis of analysis for this study are not field notes, 
or transcriptions of interviews, or official documents, as is usual in a qualitative 
study for education, for mine is not the human subject. The data that I analyze 
will consist of carefully selected children's literature, choosing books whose 
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literary motifs most closely mirror those of the folk and fairy tale motifs in the 
Kinder und Hausmarchen, in particular, in the tale of Little Red Riding Hood. 
Specifically, it is the depiction of this protagonist that I wish to analyze; this 
fictional human whose image is so pervasive throughout the United States and 
Europe. 
The search for cogent books to critique for this study was conducted 
using a variety of techniques. On-line searches of library catalogues, using key 
words, reveal some relevant books, as do manual searches through library card 
catalogues, using applicable categories and headings. Word of mouth searches 
disclose still more books, and others are found by paging through publishers' 
catalogues. However, many books are found in rather surprising and unexpected 
ways. While hunting through library shelves for specific book titles, I am often 
distracted by another book, placed on top of the shelf by the librarian. One such 
book; Tuba Lessons, which features a cover illustration of a boy playing the tuba, 
was promptly dismissed as quickly as my eyes passed over it, while proceeding 
down the aisle. Yet, upon reaching the end of that aisle, turning the comer, and 
coming back up the other side, I caught a glimpse of the back cover of that same 
book, which features an illustration of a fox - in pursuit. On a hunch, I opened to 
the first page which reads, "Now, don't dilly-dally in the woods, young man, or 
you'll be late for your tuba lesson". A broad smile came across my face as I 
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realized that I had stumbled across this unexpected treasure - exactly what I was 
after. Finding just the right books - those that mirror the Little Red Riding Hood 
tale in literary motif, is an unexpected delight. Each time my search reveals a 
plausible new book I once again experience the same satisfaction. 
The hours spent in the children's section of local libraries has convinced 
me that librarians must rank amongst the most obliging people there are. I spoke 
with a number of librarians; tapping into their knowledge of children's literature, 
asking for opinions and recommendations, and soliciting titles of appropriate 
books for this study. The librarians I spoke with are, for the most part, pleased to 
share their knowledge and to offer information - to suggest particular titles that 
they feel mirror the themes from the traditional Little Red Riding Hood tale. The 
recommended titles, however, are often faithful retellings of the tale, versus other 
stories whose themes mirror those of the Little Red Riding Hood tale. Initially, I 
was becoming frustrated at being unable to articulate exactly what it was that I 
was looking for, and strove to state my aims more clearly: I was not searching for 
retellings of the tale; books whose authors intentionally set out to retell the Little 
Red Riding Hood tale in their own unique ways - but that I was searching for 
books whose authors were inspired by the Little Red Riding Hood tale - authors 
whose stories borrowed elements from Little Red Riding Hood, either 
consciously, or subconsciously. Upon reaching this conclusion, I realized that I 
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could not possibly know the author's intent - or what subconscious influence 
imbues their writing, and at this juncture, I decided to modify the search - to 
relax the criteria to include even those books which I feel are deliberate retellings 
of the tale, for these too, are books whose authors were inspired by, influenced 
by, impressed by, or somehow affected by the traditional story. 
I began by constructing a tool (see Figure I) to facilitate the collection 
and analysis of the data; on which to record the bibliographical information, as 
well as other information that assisted me in categorizing the books into genres, 
and to make specific connections to the Little Red Riding Hood tale. Included in 
this data collection tool is dense narrative information such as my critical analysis 
of the author's handling of the subject matter. Each critique includes a summary 
of the story with a description of the setting; time and place, as well as a critique 
of the author's and illustrator's handling of the issue, and the portrayal of the 
protagonist. In addition, I have categorized the story according to its literary 
theme; how it mirrors a similar theme from the Grimms' Little Red Riding Hood. 
Analysis 
My analysis of the data has been conducted, in part, simultaneously with 
the data collection, utilizing my data collection tool, part of which is a summary 
and critique of the books that I am analyzing. By maintaining a concurrent focus 
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on data collection and analysis, the process becomes more efficient and more 
effective, lending a clearer focus to the data collection. 
After collecting and critiquing a sufficient number of books, I began 
categorizing them, associating each book with a particular motif or theme. This 
first level of analysis then gave way to a deeper analysis of the text, wherein I 
deconstruct the elements of the story and analyze the author's depiction of the 
protagonist. 
Guiding Questions: 
1. How do the Little Red Riding Hood retellings handle gender 
depictions? 
2. How have the images of girls and women in the Little Red Riding 
Hood tales changed over time; how does the traditional version of Little Red 
Riding Hood differ from her contemporary counterparts? 
3. What are some guidelines for determining whether the portrayal of girls 
and women in a particular book is a stereotypical depiction? 
4. What are some of the implied outcomes of potentially sexist children's 
literature? 
Definitions and Criteria 
In order to more fully understand the notions of voice, agency, and 
identity in my analysis of the stereotypic portrayal of Little Red Riding Hood, I 
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must first define that which I am analyzing. The Merriam Webster's Collegiate 
Dictionary [10th Edition, 1993] defines voice, agency, and identity as follows: 
Voice: to express in words; an instrument or medium of expression; a wish, 
choice, or opinion openly or formally expressed; right of expression; influential 
power. 
While Merriam Webster's definition still pertains, Carol Gilligan 
distinguishes the female voice from that of the general definition of voice as being 
different - one which does not connote influential power, but instead is often 
silenced. Ruth Bottigheimer writes of the literary voice, "Important and 
sometimes unanswerable questions have to be addressed before one can approach 
fairy tales knowledgeably. Who tells the tales? That is, whose voice do we 
actually hear?" She is referring to power issues in this statement - distinguishing 
between the speaker, and the spoken-to. "General patterns of direct speech in 
Grimms' Tales, that is, who speaks and in what manner, comprise an essential 
component of content analysis" (Bottigheimer, 1987, p. 51). Analyzing the 
discourse of both speech and silence helps us to identify who is dominant and 
powerful, and who is subservient. I will use the term voice to mean one's ability 
to speak up for oneself, and to advocate for oneself through articulation of one's 
needs, feelings, and desires. I will examine the Little Red Riding Hood tale for 
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instances when the protagonist is given voice, and when she is silenced, and the 
manner in which she speaks. 
Agency: the capacity, condition, or state of acting or of exerting power; a person 
or thing through which power is exerted or an end is achieved; instrumentality. 
In the Little Red Riding Hood tales, the protagonist seems to fluctuate 
between assertiveness and powerlessness depending on the landscape, or in 
whose presence she stands. I will use the term agency to mean those actions 
which demonstrate one's ability to assert oneself. While language is sometimes 
action, I will use the term agency to mean the action that one takes, versus the 
words one speaks, to advocate for oneself and protect oneself from harm - or to 
manipulate and change the course of events to suit one's needs. 
Identity: sameness of essential or generic character in different instances, the 
distinguishing character or personality of an individual. 
While the term identity is used to describe that which defines us, women's 
unique identity is often erased or ignored when summarizing humanity in general: 
Thus humanity is male and man defines woman not in herself but 
as relative to him; she is not regarded as an autonomous being 
...She is defined and differentiated with reference to man and not 
he with reference to her; she is the incidental, the inessential as 
opposed to the essential. He is the Subject, he is the Absolute - 
she is the Other (Simone de Beauvoir The Second Sex quoted in 
Weir, 1996, p. 14). 
I will use the term identity to describe the degree to which the author 
portrays the protagonist as knowing herself in meaningful ways which are 
demonstrated by her actions and speech. I will examine her portrayal for evidence 
of autonomy and a strong sense of self ...or is she the object, the other, the 
incidental? 
The criteria I will use to critique the Little Red Riding Hood tales are 
derived from a number of sources. In particular, I draw on the research of Masha 
Rudman, the discourse analysis of Ruth Bottigheimer, and definitions from the 
Merriam Webster dictionary. Rudman proposes that the following criteria should 
be used when analyzing gender roles in children's literature: 
Whenever possible, characters should be individuals, consistent with their own 
personalities and the context of their situations. Males and females can be 
portrayed negatively if they appear as individuals rather than stereotypes and if 
the negative characteristics are not generalized to include all people of that 
character's gender (Rudman, 1995, p. 181). 
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CHAPTER 4 
DATA PRESENTATION AND ANALYSIS 
Introduction 
This chapter is presented in three parts. The first section is an historical 
overview of the Little Red Riding Hood tale which explores its traditional 
elements. This close examination of the tale has facilitated not only the 
formulation of the questions asked, but of the critical lens through which I will 
view the data. The second section is the presentation and analysis of several 
recent versions of the Little Red Riding Hood tale which examines the 
protagonist’s portrayal with regard to voice, agency, and identity. The third and 
last section is the presentation of the 36 selected retellings of the tale, categorized 
by publication date and by corresponding intellectual movements; Traditional, 
Modem, and Postmodern. I have included in the analysis charts, descriptive 
narrative, illustrations, and an annotated bibliography. 
Part I: Historical Overview 
During the first five years of my life, the most influential piece of literature ever 
to imbed itself in my tiny mind or to inflame my over-fertile imagination was the 
Grimms' version of Tittle Red Riding Hood'. I so strongly identified with that 
less-than-clever trusting little twit of a heroine, and was so fascinated by her 
encounter with the wolf and her adventure in the forest and at her grandmother's 
house, that I became literally enchanted by the tale (Hyman, 1993, p. 293) 
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This study examines the diverse renditions of Little Red Riding Hood 
throughout history, investigating the ways in which the protagonist is portrayed 
and the underlying message that her experience conveys to young girls. Through 
a content analysis of the Little Red Riding Hood tales, from its original oral 
tradition up to the present, I examine the notions of agency, voice, and identity in 
the young protagonist. To do so requires that I first identify the criteria to be 
used in the analysis and to define the terms agency, voice, and identity. It is 
through this analysis that I attempt to determine whether Little Red Riding 
Hood's image is stereotypically sexist, and therefore I also construct a definition 
of stereotype. In addition to examining the classic versions of the tale, I will 
provide my content analysis of selected modem day Little Red Riding Hood 
tales. 
The Traditional Tale: Oral to Written 
According to Iona and Peter Opie the earliest collections of fairy-type 
stories were compiled in the East. Indian stories that date back centuries contain 
elements still familiar to today's reader, such as helpful animals, swift shoes, and 
invincible swords (Opie, 1974). It is believed by some that the Jataka Tales date 
back to the 4th century BC, and that the Panchatantra and the Tantrakhyayika 
are even earlier collections (Francis, H.T. and Thomas, E.J., 1957). The Book of 
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Sirtbad, composed about the beginning of the ninth century is probably of Persian 
origin and affirms a long history of misogyny: 
A fully developed version of The Three Wishes' appeared in The 
Book of Sinbad, a book probably of Persian origin composed 
about the beginning of the ninth century. The frame-story 
...concerns a king's son who is under notice of death. To postpone 
the execution seven philosophers successfully tell stories of female 
inequity, while a woman strenuously defends her sex (Opie, 1974, 
p. 24). 
Stith Thompson maintains that there is a vast difference among folk tale 
collections appearing in various parts of India due to the diversity of its 
population. He adds, "But in nearly all of them occur a considerable number of 
folk tales already familiar to the student of European folklore" (Thompson, 1946, 
p. 15), indicating that many of the elements found in these Indian tales are later 
mirrored in the European tales. 
A subsequent collection of fairy stories titled Le Piacevoli Notti (The 
Peaceful Nights) appeared in Italy in 1550 authored by Straparola, then in 1634 
by Giambattista Basile titled Lo Cunto de li Cunti (The Count of the Counts), 
which is more commonly known as Pentamerone or, a group of five stories. 
The tale of Little Red Riding Hood was originally penned in 1697 by 
Charles Perrault as Le Petit Chaperon Rouge (The Little Red Cap) in his 
collection titled Contes du Temps Passe' (Stories of Past Times), but even then it 
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had an impressive history, with some elements of the story predating Perrault by 
six centuries. For example, Bettelheim reports that, "There is a Latin story of 
1023 by Egbert of Lieges, called Fecunda ratis in which a little girl is found in 
the company of wolves; the girl wears a red cover of great importance to her, and 
scholars tell that this cover was a red cap" (Bettelheim, 1977, p. 168). 
Few folklorists have taken the Little Red Riding Hood tale literally, 
although some say it is just that; a literal tale based on stories depicting werewolf 
figures attacking and devouring children. "In no fewer than seven modem French 
versions[of the tale] the culprit is still a werewolf. Moreover, the records from 
the many werewolf trials during the sixteenth and seventeenth centuries show 
that the accused [of being werewolves] were frequently charged with having 
killed and eaten children" (Rohrich, 1979, p. 114). 
Archetypal critics have interpreted the tale as one of sunrise and sunset 
wherein the sun (the red cap) sets out on a day's journey until it is finally engulfed 
in darkness (swallowed by the wolf). Eventually it rises again (is cut out of the 
wolfs belly) after a night's sleep (the bedroom scene). Carl Jung identified certain 
archetypes, or prevalent patterns in world literature such as the changing seasons 
or the life cycle, that he used as evidence to formulate his theory of a collective 
unconscious of the entire human race (Russell). This sun rise-sun set theme may 
be tied to ancient mythology. Stith Thompson's Motif-Index of Folk-Literature 
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categorizes these sunrise stories under Establishment of Natural Order, in 
particular. Determination of Night and Day (A 1172) (Thompson, 1946, p. 489). 
Unfortunately, the Motif Index of Folk Literature seems to promote a 
patriarchal view of its characters. According to Torborg Lundell, "The Motif 
Index in general overlooks gender identity in its labeling of motifs, thus lumping 
male and female actions or characters under the same, male-identified heading, or 
disregards female activity, or focuses on male activity at the cost of female" 
(Lundell, 1986, p. 150). This patriarchal approach to categorizing motifs in folk 
literature mirrors the patriarchal view of the characters in the early 19th century 
European folk literature. Here, female characters are categorized and assessed by 
how well they fit (or do not fit) into a male defined structure. Adding more 
gender sensitive classifications to the motif index categories would force the 
reader to acknowledge female activity and take a more critical look at gender 
issues. 
A more uncommon interpretation of the Little Red Riding Hood story is 
one of pregnancy based on images of a live being in the wolfs belly (Opie, 1974). 
Max Luthi maintains that the image of entering into the stomach of the wolf, 
places the tale in an "otherworldly" motif - that of the underworld (Luthi, 1982, 
p. 149). These motifs of pregnancy or the underworld may be tied to the myth of 
Cronos who swallows his children. The children then return miraculously from 
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his belly and a heavy stone is used to replace the previously swallowed child 
(Bettelheim, 1977). 
Still others have expressed their unique interpretations; "Ideologists of the 
Third Reich, who hailed the Grimms' Nursery and Household Tales as a 'sacred 
book', saw Red Riding Hood as a symbol of the German people, terrorized and 
victimized, but finally liberated from the clutches of a Jewish wolf' (Tatar, 1987, 
P- 41). 
One cannot easily choose a single version of the tale to interpret, for there 
are countless versions and, because Little Red Riding Hood originated in the oral 
tradition, there exists no one stable literary text which is considered to be the 
authentic version of the tale. However, it is perhaps the Grimms' retelling of the 
tale in 1812 titled Rotkappchen or. Little Red Cap in the Kitider-und 
Hausmarchen, that we so readily recognize today. Most, if not all, modem 
versions of the tale draw on the components of the Grimms' retelling. 
The focus of Grimms' version of Little Red Riding Hood, much like 
Perrault's version, is proper social conduct. "Their [the Grimms] carefully shaped 
collection [of fairy tales] served as a plan for appropriate social and gender 
relations ... girls are abjured to silence and passivity, while boys bluster and 
threaten their way to power" (Jarvis, 1993, p. 108). The fundamental difference 
between the Grimms' version of the tale, and Charles Perrault's version lies in the 
100 
ending. In the Grimms' version. Little Red Riding Hood and her grandmother are 
saved from the wolf by a woodcutter, whereas Perrault's version of the tale has 
the protagonist and her grandmother swallowed up by the wolf Perrault's version 
does include woodcutter figures however, they serve no apparent purpose other 
than that they prevent the wolf from eating Little Red Riding Hood in the forest 
because, "there were faggot makers nearby". One might wonder why Perrault 
bothered to include them, although without his faggot-makers, Little Red Riding 
Hood might have been eaten right there in the forest, and the story would have 
ended. 
Maria Tatar describes the evolution of Little Red Riding Hood from its 
oral beginnings up to its translation into literary text stating that the tale lost 
many of the elements which had previously appealed to adults. She writes," 
Little Red Riding Hood started out as a ribald story [but] ...came to be oriented 
toward a new audience and transformed into a solemn cautionary tale warning 
children about the perils of disobeying mother's instructions (Tatar, 1992, p. 3). 
Lutz Rohrich categorizes the tale as KHM Type 333: Kinder-und Hausmarchen / 
warning or scare tales (Rohrich, 1979). Charles Perrault, who may have had the 
deliberate purpose for publishing his tales, has been credited with the 
transformation (Bettelheim, 1977). Perrault sought to teach a specific moral 
lesson with each of these cautionary tales. In so doing he spelled out every detail 
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of the story for the reader, being as didactic and explicit as possible. He actually 
belabors his point, or moral by oversimplification of the story and finishes the tale 
of Little Red Riding Hood, and all of his tales with a rhymed message setting 
forth the moral that is to be drawn from reading the story: 
From this story one learns that children. 
Especially young lasses, 
Pretty, courteous and well-bred, 
Do very wrong to listen to strangers. 
And it is not an unheard thing 
If the Wolf is thereby provided with his dinner. 
I say Wolf, for all wolves 
Are not the same sort; 
There is one kind with an amenable disposition 
Neither noisy, nor hatefiil, nor angry, 
But tame, obliging and gentle, 
Following young maids 
In the streets, even into their homes. 
Alas! who does not know that these gentle wolves 
Are of all such creatures the most dangerous 
(Quoted in Zipes, 1987, p. 242. From Perrault's Complete Fairy Tales. 
Translated from the French by A. E. Johnson and others. 
Harmondsworth: Kestrel / Penguin, 1982 p. 77). 
Iona and Peter Opie consider these tales to be oversimplified and 
contribute their oversimplification to the fact that, "Fairy tales are more 
concerned with situation [moral message] than with character [development]" 
(Opie 1974, p.19), yet Perrault’s moral message becomes rather complex when 
he introduces the notion of a tame, obliging, and gentle “wolf’. Nevertheless, 
most would agree that the message which Little Red Riding Hood conveys is 
clear. "To Little Red Cap the world beyond the parental home is not a 
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threatening wilderness through which the child cannot find a path. Outside Red 
Cap's home there is a well known road, from which, her mother warns, one must 
not stray" (Bettelheim, B.. 1977, p. 170). I do not believe that Bettelheim's 
statement suggests, at least in this particular tale, that the world beyond the 
parental home is without its dangers, but instead that the world is not 
haphazardly chaotic - not without structure or sense. He suggests that while the 
world can be a dangerous place, young girls may safeguard their well being by 
sticking to the straight and narrow path, so to speak, and by obedience to their 
mothers. "Little Red Cap leaves her home willingly. She is not afraid of the 
outside world, but recognizes its beauty, and therein lies a danger. If this world 
beyond home and duty becomes too attractive, it may induce a return to 
proceeding according to the pleasure principle - and then destructive encounters 
may occur" (Betleheim, 1977, p.170). 
The path that Little Red Riding Hood takes to her grandmother's house 
has been described by some as a quandary of standing between pleasure principle, 
i.e., stopping to pick flowers, and reality principle, i.e., walk properly and don't 
stray from the path. This same path is described in Jack Zipes' retelling of the oral 
tale as the path of pins or the path of needles, neither of which sounds 
particularly pleasurable. 
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It is on this walk down the path that Little Red Riding Hood is herself 
held accountable, by some, for her fateful encounter with the wolf. 
Both Perrault and the Brothers Grimm saw to it that the victim 
was not without blame. Little Red Riding Hood may not deserve 
her fate, but she is responsible for it nonetheless. By speaking to 
strangers (as Perrault has it) or by disobeying her mother and 
straying from the path (as the Grimms have it) Red Riding Hood 
courts her own downfall (Tatar, 1992, p. 38). 
Likewise Bettelheim charges Little Red Riding Hood with liability for her 
misfortune. "Although she is virtuous, she is tempted; and her fate tells us that 
trusting everybody's good intentions, which seems so nice, is really leaving 
oneself open to pitfalls" (Bettelheim, 1977, p. 172). Bettelheim further contends 
that Little Red Riding Hood paves the way for her own seduction by facilitating 
her grandmother's demise - giving the wolf clear directions to the grandmother's 
home. The color red may be interpreted as symbolic of sexuality, and of the old 
grandmother transferring her sexual attractiveness to the granddaughter by giving 
Little Red Riding Hood the red cloak. 
Jack Zipes disagrees with the Freudian interpretation of the tale arguing 
that it was Charles Perrault and the Grimm Brothers whose versions of the tale 
imposed Freudian sexual connotations onto it. In his book titled The Trials and 
Tribulations of Little Red Riding Hood, Zipes attempts to demonstrate how 
Charles Perrault and the Grimm Brothers transform their stories from oral folk 
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tales, which he believes is about the social initiation of a young woman, into 
narratives about rape in which the heroine [sic] is obliged to bear the 
responsibility for sexual violation. Zipes offers the oral tale, M...as it was probably 
disseminated in the French countryside during the late Middle Ages before 
Charles Perrault refined and polished it according to his own taste and the 
conventions of French high society in King Louis XTVs time" (Zipes, 1986, p. 
228). 
Here the Wolf appears as a werewolf, and asks Little Red Riding Hood, 
"What path are you taking, the path of needles or the path of pins?", to which 
Zipes responds. 
It is obvious from this oral tale that the narrative perspective is 
sympathetic to a young peasant girl who learns to cope with the 
world around her. She is shrewd, brave, tough, and independent. 
Evidence indicates she was probably undergoing a social ritual 
connected to sewing communities: the maturing young woman 
proves she can handle needles, replace an older woman, and 
contend with the opposite sex (Zipes, 1987, p.229). 
This interpretation is to some extent a literal one which ignores some 
rather significant details. For example, the oral tale, as recalled by Jack Zipes, is 
replete with disturbing graphic images. In the oral tale, it is told that the 
werewolf murders the grandmother and places her flesh and a vial of her blood 
into the cabinet. The little girl later partakes of this cannibalistic repast. After 
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undressing completely, she climbs naked into the bed with the werewolf where 
she is instructed to defecate, and a possible 'familiar' [a cat who speaks] says, "A 
slut is she who eats the flesh and drinks the blood of her granny" (oral tale 
quoted in Zipes, 1987, p. 228). While one cannot be sure of the intended meaning 
of the term slut in this context, Merriam Webster's Collegiate Dictionary (10th 
Ed., 1993) defines the term as a slovenly or promiscuous woman. The etymology 
of the term is unsure but believed to be Scandinavian; slata is the Swedish 
dialectic term for an idle woman, and sletta appears in the Norwegian language 
meaning to dangle loosely. The Middle English term slutte was used to mean an 
idler and dates to the 15th century (Skeat, 1961). Mary Beth Norton contends 
that slut was a Colonial American expression used to describe a toddler who was 
not yet toilet trained (Norton, 1980). Interestingly, either interpretation may be 
alluded to in this instance. 
According to Maria Tatar, "One of the fullest available texts faithful to 
oral peasant versions of'Little Red Riding Hood' was recorded in France at the 
end of the nineteenth century (Tatar, 1992, p. 37). The little girl, who apparently 
remains unnamed in the oral tale, is eventually able to trick the werewolf and 
escape. This she does by refusing to defecate in the bed, pleading successfully 
with the wolf to go outside to relieve herself (Tatar, 1992). While Little Red 
Riding Hood demonstrates some semblance of competence by tricking the wolf 
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and subsequently escaping, is difficult to ignore the foolish acts which 
demonstrate her /^competence. For example, telling the werewolf where she is 
going, entertaining herself by gathering pine needles, thereby wasting time and 
allowing for the wolf to beat her to granny's, performing a strip-tease for the 
wolf, and finally, climbing naked into the bed with him. While the little girl clearly 
demonstrates some proficiency at the very beginning, then again at the very end 
of the oral tale, that is, she carries out her delivery task, and she eventually 
escapes, one could argue with Jack Zipes' summarization of the little girl's 
character as shrewd, brave, tough, and independent, based on the events of the 
story. Little Red Riding Hood's capabilities seem to disappear each time she 
encounters the wolf. It is in the presence of the wolf, first in the woods, then 
again in her grandmother's bed when Little Red Riding Hood is most submissive, 
despite the fact that she senses danger on both occasions. 
While the rape motif is one that is widely recognized in the Little Red 
Riding Hood tales, not all of the tale's critics would agree with this interpretation. 
Erich Fromm, the German psychoanalyst maintains that. 
This fairy tale, in which the main figures are three generations of 
women (the huntsman at the end is the conventional father figure 
without real weight), speaks of the male - female conflict; it is a 
story of triumph by man-hating women, ending with their victory, 
exactly the opposite of the Oedipus myth, which lets the male 
emerge victorious from the battle (Fromm, 1957, p. 159). 
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Fromm may well stand alone in his interpretation. Susan Brownmiller 
adopts a very different perspective from that of Fromm, and contends that fairy 
tales are full of dread and catastrophe that seem to befall only little girls. She 
writes. 
Red Riding Hood is a parable of rape. There are frightening male 
figures abroad in the woods - we call them wolves, among other 
names - and females are helpless before them. Better stick close to 
the path, better not be adventurous. If you are lucky, a good 
friendly male may be able to save you from certain disaster 
(Brownmiller, 1975, p. 59). 
It is the rape motif which, to me, rings truest. The components of the 
story seem to follow what I would consider to be a logical rape (or seduction) 
sequence - a young girl meets a frightening male figure in a remote and isolated 
location, reveals her innocence to him (by intimating her plans), is next seen in 
bed with him, and is eventually either consumed by him, or rescued from him. 
Maggie Humm, a feminist literary critic, writes, "To question the 
representation of a raped woman in literature is to demystify the secret of 
patriarchy and hence subvert the social role played by rape, and the fear of rape, 
in the power that men have over women" (Humm, 1986, p. 4). In other words, 
failure to question the image of a raped woman in literature is an affirmation of 
patriarchy and male dominance over women. Repeated failures to question 
misogynist acts sends a potent message to females which dictates socially 
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acceptable behaviors. Karen Rowe writes, "Subconsciously women may transfer 
from fairy tales into real life cultural norms which exalt passivity, dependency, 
and self-sacrifice as a female's cardinal virtues. In short, fairy tales perpetuate the 
patriarchal status quo by making female subordination seem a romantically 
desirable, indeed inescapable fate" (Rowe, 1986, p. 209). 
Rowe contends that females may transfer fairy tale images of passivity 
and dependency into real-life cultural norms subconsciously. I would argue that 
this transfer is done quite deliberately by young female readers who find these 
fairy tale ideals highly desirable. What is not made explicit to the reader, is that 
being rescued is not something that one wants to aspire to, nor is it likely to 
happen. Whether it is consciously or subconsciously, young girls are inculcated 
with images of females who, in order to be romantically desirable, behave in 
helpless and hapless ways. Young girls learn quickly that if one is to become 
desirable to men (which, in itself is a dubious goal) one must leam to imitate this 
absurd behavior. 
Images of Women 
In Cheri Register's writing on feminist literary criticism can be found her 
analysis of the image of women. She refers to Mary Ellman's description of a 
distinct pattern of stereotyping of females in various literary works. Ellman's 
findings indicate the attributes most commonly ascribed to women are 
109 
formlessness, passivity, instability (hysteria), confinement (narrowness, 
practicality), piety, materiality, spirituality, irrationality, compliancy and 
incorrigibility (the shrew, the witch) (Register, 1975). Common and repetitive 
female attributes are considered to be stereotypic. These female characters are 
shaped from particular molds and conform to fixed general patterns with little or 
no variation. Register explains this trend of stereotyping using Barracano 
Schmidt's three reasons why a particular stereotype might recur in literature over 
time: ”1) the character is derivative, the writers having used a common model, 2) 
the character is a product of social conditioning, an ideal, or counter-ideal of the 
prevailing values of the society, and 3) the character is a symbolic fulfillment of 
the writer's needs, a mythical being invented to give solace in an otherwise 
terrifying situation'' (Register, 1975, p. 5). Schmidt's reasoning is congruent with 
the dictionary definition of stereotype. 
The Merriam Webster's Collegiate Dictionary [10th Edition, 1993] 
defines stereotype as follows: 
Stereotype: to repeat without variation; something conforming to a fixed or 
general pattern; a standardized mental picture that is held in common by members 
of a group and that represents an oversimplified opinion, prejudiced attitude, or 
uncritical judgment. 
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To consider the human being as a universal category becomes 
problematic when we begin to assign sweeping attributes and characteristics to 
the group as a whole. Traditionally it has been the attributes most commonly 
assigned to males that society has adopted as normative. It is within this context 
that women fall short. 
The concept of the human being as a universal category is only the 
man writ large. ’Woman' is considered an abstract deviation of this 
essential humanity, she is a partial man, or a negative image of 
man, or the convenient object of man's needs. In any case, a 
woman is defined exclusively in terms of her relationship to men, 
which becomes the source from which female stereotypes emerge 
and are sustained. Moving away from these stereotypes requires 
renaming the characteristics of women, not in terms of deviations 
from or negations of a masculine norm, but as patterns of human 
responses to particular situations. (Westkott, 1990, p.59). 
Perhaps the most compelling description of a stereotype that I have come 
across is found in the writing of Susan Armitage in The Woman's West. Armitage 
writes of female stereotypes in American history: 
We are talking about real women who led real lives, people we 
could meet and talk to and share concerns with, not 
condescendingly pity or look up to in childlike awe. Pity and awe 
are the signs of stereotyping and mythologizing, of what I call 
'golly gee whiz' history. The fact is that even the most heroic 
people led ordinary lives 99 percent of the time - and that is what 
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we are looking for to construct a realistic western history. 
Because some men in western history have achieved heroic 
stature, we may think that we need to create female figures in the 
same mold. I think that would be a mistake. Ordinary lives are the 
true story of the West, for men as well as for women (Armitage, 
1987, p.14). 
The pity and awe of which Armitage speaks comes from the reader, and not from 
the stereotype. We are so shocked by the often painful and narrow lives of the 
women we find represented in the pages of history and in the literature that it is 
difficult to see those lives realistically - as they must have appeared to the women 
who lived them. To isolate one or two heroic or otherwise extraordinary events, 
or aspects of a person’s life, and record only that particular information as factual 
history gives the reader a narrowly biased view of that individual's life - a 
stereotypical view. 
Part II: Critical Analyses 
"Such tales as Cinderella, Little Red Riding Hood and Rapunzel are 
decidedly biased against females who must either be put in their places or have 
their identity defined by males" (Zipes, 1979, p. 137). Many critics who view folk 
and fairy tales through a feminist lens have found these stories to be flagrantly 
biased in favor of males. Male protagonists are often endowed with either power, 
riches, intelligence, or all of the above. Female protagonists are more likely to be 
passive, stupid, powerless, or in need of rescue. 
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"To examine selected popular folk tales from the perspective of modem 
feminism is to revisualize those paradigms which shape our romantic expectations 
and to illuminate psychic ambiguities which often confound contemporary 
women" (Rowe, 1986, p. 209). Fairy tales reinforce what I believe to be falsified 
notions about romance by depicting females who are valued by males for their 
physical beauty, or their passive natures only. Young female readers may 
mistakenly assume these characteristics in order to find what someone else has 
defined for them as true happiness. 
To begin with, I have selected five modem versions of the Little Red 
Riding Hood tale dating from 1965 to 1997, wherein I analyze the ways in which 
the author presents the protagonist through voice, agency and identity. These five 
versions were selected to loosely represent the last five decades of the tale from 
the 1960's to the present. I wish to examine the ways in which the protagonist 
has evolved, or not - whether she has become more assertive in recent versions, 
or whether she remains submissive and passive. This initial investigation is an in 
depth analysis of the protagonist which yields significant information about her 
character, leading then to a classification of the tales according to particular 
intellectual movements. 
A wide discrepancy can be noted in these retellings when we consider to 
what extent they deviate from the so called 'classic' Perrault and/or Grimms' 
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versions. Some retellings, such as Mae Broadley's 1965 Little Red Riding Hood 
appear as glossed-over versions of the 'original', while others are a more extreme 
departure, such as Little Red Running Shorts (1992) presented as a parody of the 
tale. 
Critiques of Modern Day Little Red Riding Hood Tales 
Little Red Riding Hood (1965, Mae Broadley) 
Mae Broadley's retelling of the Little Red Riding Hood tale is a candy 
coated version set in a nonsensical sylvan landscape of pastel colored flagstone 
walks and polka-dotted mushrooms housing furry woodland creatures. The 
protagonist's clothing, her house, and all of the furnishings are embellished with 
pastel floral patterns. Following her mother’s warning, "Jane”, the protagonist, 
leaves the house with a basket of goodies and heads for her sick grandmother's 
house. On the way she meets the "woodman" and it is him to whom she directly 
reveals her plans, not the [other] wolf who sits listening nearby. The wolf hurries 
to Grandmother's house, places the grandmother in the wardrobe, and waits for 
Jane. Upon Jane's arrival, the wolf attempts to eat her when Jane's screams are 
heard by the woodman, and he comes to the rescue. 
Voice: Jane's role is that of the titular protagonist whose voice is 
continually undermined as evidenced in the text - after being chased by the wolf, 
Jane screams. "He [the wolf] had never imagined that such a little girl could make 
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such a loud noise and it was beginning to give him a headache ...He [the wolf] 
would surely have indigestion after such a noisy meal!" Jane's speech is 
considered by the wolf to be annoying and he refers to her in a demeaning and 
condescending manner. Interestingly, Jane is not noisy at all, in fact she speaks 
very little, until she screams. Both the frequency and the length of Jane's speech 
are severely limited in comparison to the times that she is spoken to or spoken 
about. Her speech is largely limited to screeching, and to thoughts of self-doubt 
as evidenced in these passages, "How silly she was", and "How silly she had 
been". Each time Jane senses danger she dismisses her intuition, shrugging off her 
suspicions rather than heeding her own thoughts. 
Agency . Although Jane is cognizant of impending danger, she refrains 
from acting on her instincts. Jane heard the thumping of the woodman's ax, "And 
she felt frightened", yet she did nothing to protect herself from the thumping 
noise which frightened her. She felt suspicious of the wolf when they met in the 
woods, thinking that he looked strange, but dismissed her intuition as 
demonstrated in this passage, "But she was a kind-hearted girl, so she didn't run 
away but stood still, smiling at the wolf'. Little Red Riding Hood is careful to 
anticipate the feelings of others, and to put them first before her own needs. She 
thinks not of her own physical safety in the presence of the scary beast, but 
instead she thinks of his feelings. Rather than risk offending the wolf by showing 
i 
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resistance to him, she places herself completely at his disposal. While her 
courteous nature is probably meant to be characteristic of the quintessentially 
polite Little Red Riding Hood, it really transcends the realm of refined manners, 
and borders on absurdity. It would seem that the expectation for females is to 
retain one's genteel composure no matter what. 
Identity. Jane is described as "a kind-hearted little girl" and also as a silly 
girl throughout the story. "How silly she was", reads the text after Jane thought 
that the pounding of the woodman's ax might be a giant. And again, "How silly 
she had been", after feeling suspicious upon entering her grandmother's house. 
After being chased away by the woodman, the wolf momentarily regrets his 
actions as evidenced in this passage, "How he wished he had been a wiser wolf 
and left the little girl to pick her silly flowers". He demonstrates remorse, yet not 
without simultaneously undermining the protagonist and her “silly” flower 
picking. Throughout the story Jane's self-deprecating demeanor serves to 
reinforce her portrayal as a silly and witless character, not to be taken seriously. 
She does not act, but is acted upon. She is continually undermined and belittled 
throughout the story - portrayed as imbecilic by her stunted screech/speech and 
her submissive nature. 
The two male characters in this version, the woodman and the wolf, invite 
critiquing as well. In some retellings of the tale, the woodcutter is depicted as an 
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older man, a father, or father figure. In this version, however, the woodman is 
depicted as a handsome young man, possibly in his late teens. He is clean-cut and 
polite, unlike the ill-mannered wolf. When the woodman meets Little Red Riding 
Hood, first in the woods, and later at the grandmother's house, they are pictured 
smiling into one another's eyes. In the forest scene there are colorful birds and 
butterflies flitting all about them (birds and bees?). They stop to chat, and Little 
Red Riding Hoods tells the woodman, not the wolf who merely overhears the 
conversation, where she is going. The final illustration shows the woodman and 
Little Red Riding Hood holding hands and gazing at one another after the wolf 
has been chased away. The text reads, "I am very happy that I was nearby [said 
the woodman], ...for we are all very fond of our Little Red Riding Hood [italics 
added]". One wonders about the author's intent. It seems that she has changed 
the story by making the woodman into the object of Little Red Riding Hood's 
desire (or vice versa), rather than removing the element of sexual desire 
altogether. 
The wolfs portrayal almost suggests that he is the only obstacle between 
Little Red Riding Hood and the woodman. He is depicted as a cantankerous and 
undesirable creature. The author uses adjectives such as evil, wicked, irritable, 
bad-tempered, and impatient to describe him. Once the wolf is out of the way, 
Little Red Riding Hood and the woodman can resume their friendship, 
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uninterrupted by the wolfs intrusions. The grandmother ultimately invites the 
woodman to come by for dinner whenever he is in their part of the woods. The 
text reads, "The woodman replied that he would be very happy indeed to do 
this". The woodman is pictured holding Little Red Riding Hood's hand. She is 
looking up at him, beaming, while the grandmother looks on approvingly. 
Little Red Riding Hood (1983, Trina Schart Hyman) 
In Trina Schart Hyman's retelling of the Little Red Riding Hood tale the 
protagonist, named Elisabeth, receives clearly detailed instructions from her 
mother before her departure to her grandmother's house. Elisabeth carries a loaf 
of fresh bread, some sweet butter, and a bottle of wine through the woods where 
she meets up with the wolf, just when "she had walked far enough into the 
woods to feel just a bit lonely". After convincing Little Red Riding Hood to 
waste time picking flowers, the wolf hurries ahead and arrives at the 
grandmother's house first. After eating the grandmother he consumes Little Red 
Riding Hood. Eventually a huntsman arrives at the house, "...where he finds the 
wolf fast asleep in the grandmother's nightgown and shawl, with a fat stomach 
full to bursting". He cuts open the wolfs belly to release the two captives, and 
Little Red Riding Hood and her grandmother sit down to enjoy the goodies. 
Voice: This version mirrors the "original" tale in its portrayal of Little 
Red Riding Hood as a polite little girl, ..."loved by all who knew her". Her speech 
* 
118 
is eminently courteous and respectful: "Yes, mama, I promise. I will do just as 
you tell me". Initially, she speaks only when spoken to, or when thinking kind 
thoughts about others, "I'm sure Grandmother would feel happier if I brought her 
a bunch of flowers". Upon entering her grandmother's house, she senses danger, 
yet politely questions the disguised wolf until he gobbles her up. She apparently 
feels that it is more important to remain polite at all times than to remain alive. 
Agency: Little Red Riding Hood is quite malleable and the wolf 
effortlessly induces her to stop and pick flowers, not fifteen minutes after she 
promises her mother not to daydream nor stray off the path. Upon entering her 
grandmother's house she instinctively knows that something is wrong, yet she 
proceeds to enter rather than asserting her self or heeding her instincts. 
Identity: Little Red Riding Hood, in this case "Elisabeth", is again 
depicted as the quintessential^ polite, kind, lovable, obedient and naive Little 
Red Riding Hood character. After being eaten by a wolf, all she has to say is, I 
will never wander off the forest path again, as long as I live. I should have kept 
my promise to my mother". The text reads, "She was comforted, though, that she 
had at least minded her manners, and had always said 'Good morning', 'Please', 
and 'Thank you'". Little Red Riding Hood feels sure that good manners are 
ultimately important and seems to value this above all else - even above her very 
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life. She has learned her lesson well and knows that she is valued only for her 
polite and submissive nature, without which her life has no worth. 
Ruby (1990, Michael Emberley) 
Ruby is a red-cloaked, inner-city mouse who is sent to her grandmother's 
house with a batch of her mother's triple cheese pies. En route she encounters a 
"grimy reptile" who attempts to steal her pies, but a "well dressed" stranger 
comes to her aid. The stranger is a cat (the predator-wolf figure) who asks Ruby, 
"in a smooth velvety voice", where she is going. Ruby answers, and the cat beats 
her to granny's via taxi cab. Ruby stops to make a phone call, then proceeds on 
her way. When she eventually arrives at her grandmother's house, it is the 
neighbor, Mrs. Mastiff, who answers the door. Mrs. Mastiff is the dog that lives 
next to granny. Mrs. Mastiff reminds Ruby that it was wise of her to call ahead, 
and implies that the cat has been taken care of, so to speak, in this statement, 
'"Oh, he's . . . gone', said Mrs. Mastiff, burping softly". Ruby's granny comes 
down the stairs, and the three of them enjoy some tea and triple cheese pies. 
Voice: Ruby's voice is heard clearly throughout the story. It is not the 
passive obedient voice of her counterparts, but a more obstinate voice as 
evidenced in the way she communicates with her mother. When asked to bring 
the pies to granny's. Ruby's replies are, "Yeah?", "But, Ma", "But... ", and 
finally, "Sure, Ma" When warned to "never, never, never talk to strangers" the 
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reply is a taunting mimicry, "'Never, never, never' replies Ruby flatly", and '"OK, 
Ma," grumbled Ruby". Here, Ruby's demonstrative voice is heard at her mother's 
expense. The author chooses to give voice to one female, while simultaneously 
undermining the other, rather than presenting two strong female characters. 
Ruby's assertiveness is contradictory to conventional societal norms (respect for 
the mother) and not complementary to it. Accordingly, the voice of this 
protagonist differs greatly from the more traditional, polite Little Red Riding 
Hoods. When we meet Ruby she appears not as a docile creature to be acted 
upon, but a headstrong character with the presence of mind to question authority, 
as demonstrated in her adversarial interactions with her mother. 
To the "grimy looking reptile" Ruby asserts, "Buzz off, barf breath". Yet 
at the very moment that the reptile makes a lunge at Ruby, and the cat intervenes, 
the text reads, "Ruby was speechless". How unfortunate that she loses her voice 
just when she needs it most. The reptile is a predator figure, but not the primary 
predator. He is portrayed as a tattered and seedy looking creature, versus the 
well groomed and slick predator; the cat. Issues of classism come into play here 
as Ruby forcefully shuns the seedy-looking predator yet replies politely to the 
well dressed predator. 
Agency: Ruby is initially assertive and strong willed. She is not 
intimidated by adults, and remains undaunted by strangers. The cat makes a 
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convincing argument to Ruby in his attempt to persuade Ruby to go with him, yet 
Ruby stands firm and resists his advances. However, her assertive nature fails 
temporarily when the cat asks where she is going. Unfortunately, she tells the 
stranger exactly where she is going, "I'm going to have tea with my granny ...She 
has an apartment right at the top of Beacon Hill, number thirty-four". The reader 
is left wondering why an otherwise intelligent and capable protagonist would 
defer to the cat-aggressor in this instance. This act of concession and stupidity is 
completely out of character for Ruby. 
Identity: Ruby is, for the most part, street-wise which is congruent with 
her inner-city landscape. She is also an intelligent mouse who loves to read. She 
is pictured reading a book when her mother asks her to run the errand, and she is 
warned not to read as she walks. This mirrors the classic version of the tale when 
Little Red Riding Hood is warned not to dilly-dally, but to go straight to her 
granny's. Aside from telling the cat where she is going, there is one other 
occasion when Ruby's intelligence, assertiveness and voice fail her, and that is at 
the moment of impending attack. It is at this instant that Ruby becomes paralyzed 
- she is silenced and submissive. Again the reader wonders why an otherwise 
competent and confident character would change each time she is in the presence 
of her assailant. 
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Little Red Running Shorts (1992, Jon Scieszka) 
Jon Scieszka's stylized and abridged version of the tale: Little Red 
Running Shorts was written in 1992 as part of a larger collection titled. The 
Stinky Cheese Man and Other Fairly Stupid Tales. The story features as its main 
character the acerbic and irascible Little Red Running Shorts, along with the 
Wolf, and Jack, the narrator. It is an irreverent rehashing of the tale which bears 
little resemblance to the original. There is nothing submissive about the 
protagonist who appears confident and self-assured as she arrogantly delivers one 
line of monologue to the wolf after beating him to granny's house, "My what 
slow feet you have". Following her line. Little Red Running Shorts and the Wolf 
engage in an argument with the narrator concerning the story line, and the two 
main characters walk off the page. "Let's go", says the Wolf, and Little Red 
Running Shorts replies, "We're out of here". The two characters are seen walking 
away (together!), disgusted, from the story. The message conveyed here is one of 
an egalitarian relationship. Little Red Running Shorts and the wolf are not 
competing against one another, but join forces against the narrator with whom 
they have a difference of opinion. 
Voice: The fact that Little Red Running Shorts speaks only briefly is 
indicative of the length of the story more so than of her lack of voice, for no 
character speaks at length in this very brief retelling. Although her speech is 
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fleeting and infrequent, it is likewise powerful and effective. She is not silenced, 
but succinct. Her speech, although limited by the brevity of the story conveys a 
clear message, which is then acted upon. She declares. We're out of here", and 
the two promptly leave. 
Agency: The protagonist clearly demonstrates her agency in this retelling 
of the tale. She quickly assesses her situation and decides that she is fed up with 
the story line. Without hesitation she takes action by walking off the page. Unlike 
more traditional Red Riding Hoods, Little Red Running Shorts feels no 
compulsion to put her own needs and feelings aside in favor of others. She takes 
that action which she believes to be in her own best interest. 
Identity: Little Red Running Shorts is resolute by nature and 
demonstrates many characteristics including a strong will, resourcefulness and 
tenacity. We meet the protagonist for only a brief moment in this parody of the 
original tale, yet her laconic dialogue speaks volumes about her personality. She 
is the anti Little Red Riding Hood - mouthy, wise and arrogant. She conducts 
herself with confident authority as she claims control over the situation. 
Little Red Cowboy Hat (1997, Susan Lowell) 
Susan Lowell offers a retelling of the tale set in the American Southwest 
where cacti and rattlesnakes abound. "Little Red" is instructed to take a loaf of 
homemade bread and ajar of cactus jelly to her sick grandmother. Little Red sets 
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off on horseback down canyons and across wide mesas to her grandmother's 
ranch several miles away. She meets the wolf when she stops to pick flowers and, 
sensing impending danger, gallops off on her horse, but not before shouting out 
the answer to his question, "To Grandma's house!". The wolf beats her to the 
house and climbs into the bed to await Little Red's arrival. Just as he lunges 
toward her, Little Red's grandmother comes in from chopping wood to rescue 
her. Together, they mount their horses and gallop off, chasing the wolf off their 
property. Finally they sit down to enjoy the bread and jam. 
Voice: Little Red demonstrates intelligence and confidence in the 
presence of her grandmother. When asked if she has learned her lesson. Little 
Red replies, "Yep, a girl's gotta stick up for herself'. She has learned from her 
mistakes. Little Red's speech appears to be appropriately balanced with that of 
the other characters. She expresses her thoughts, without always having to first 
consider the other person's feelings. 
Agency. Little Red is portrayed as a very capable girl who rides her horse 
over rugged terrain, yet loses her agency temporarily during both of her 
encounters with the wolf. Although she senses danger in their initial encounter as 
demonstrated in these passages, "He [the wolf] came closer than she liked", "He 
was much too close" and, "A creepy feeling ran up her backbone", she stays put: 
"She didn't want to talk to him but she had been raised to be polite". She again 
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senses danger when she encounters the wolf in her grandmother's bed. "Little 
Red stiffened. Something was wrong. Grandma, is that you?". Yet again, she 
stays put. As in most retellings of Little Red Riding Hood, the protagonist is 
polite and obedient and it is her polite nature that continually gets her into 
trouble. Once again she has placed herself in grave danger in the name of civility 
for this virtue is valued above all else in the legacy of Little Red Riding Hood. 
Identity: Little Red answers her mother's requests and warnings thus, 
"Yes, ma'am", and "No ma'am", which quickly identifies her as a polite and 
obedient child. Although Little Red demonstrates physical capability, intelligence 
and confidence, she too loses these attributes in the presence of the wolf. The 
reader can easily understand why more traditional Little Red Riding Hood figures 
are submissive and polite in the presence of the wolf, because this passive 
behavior is congruent with their characters. However, it is confusing to the 
reader when strong characters like Little Red Cowboy Hat submit to him. This 
temporary loss of agency is perhaps more disturbing when demonstrated by 
capable and intelligent characters, for it would seem that no matter how far 
young girls have come, they still defer to their aggressors. 
Little Red Riding Hood Illustrated 
The following four pages of illustrations are taken from various sources 
(see table of illustrations). All four pages depict Little Red Riding Hood's first 
encounter with the wolf, as she progresses along the path toward her 
grandmother's house. While her expression varies from illustration to illustration, 
at no time does she express fear or revulsion of the wild beast. Instead, her 
expressions range in intensity from mild curiosity to intrigue, and from shy 
innocence to outright flirtation. These illustrations are taken from classic versions 
of the tale and date from about 1824 up to 1968. 
I have categorized the illustrations according to facial expression, and 
labeled Little Red Riding Hood's character depiction as being either seductive, 
dull-witted, naive or inquisitive. Girls depicted as having these attributes are 
considered by many to be depicted stereotypically. 
While inquisitiveness, or curiosity, may be considered a positive attribute 
which signifies intelligence, it is, in the case of Little Red Riding Hood, cognate 
to budding sexuality and all that budding sexuality entails. Some of Little Red 
Riding Hood's critics have accused her of inviting the wolf to accost her - holding 
Little Red Riding Hood responsible for her own inevitable molestation. In this 
context, inquisitiveness may be considered a stereotypical sexist characteristic 
which both degrades and oppresses women. 
It is reasonable to expect that since folk and fairy tales rely so 
strongly on patterns and tradition they reflect a heavily gender 
role stereotyped format ...the typical female protagonist is weak. 
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demure, passive, in need of rescuing, never scholarly, and, above 
all, obedient (Rudman, 1995, p. 183). 
Seductive: The illsutrations on page 112 depict Little Red Riding Hood 
gazing into the wolfs eyes. To some she may appear tender, to others, almost 
carnal and seductive. She likewise appears to be poised and self-assured, which I 
tend to interpret as the latter - carnal and seductive. In these renderings she either 
meets the wolf head on - at eye level, or is pictured looking down on him. She 
remains unperturbed by this chance encounter. "...Red Riding Hood has become 
an iconic sign of the seducer, the femme fatale, who lures men and thus must bear 
the consequences of her heedless acts" (Zipes, 1993, p. 8). Zipes is describing the 
image of Little Red Riding Hood which so many have blamed for her own rape. 
She was raped because she asked to be raped- she flirted with the wolf on the 
path to her grandmother's house, gave him directions to the house, then 
deliberately wasted time picking flowers which allowed for the wolf to arrive at 
the grandmothers house first. Once at the house, she undressed and jumped into 
bed with him. 
Naive: The illustrations on page 113 depict a more demure Little Red 
Riding Hood and is suggestive of her naivete .She gazes up at the wolf, wide- 
eyed and innocent. She appears to be completely submissive and utterly 
vulnerable. This image portrays a rather helpless young girl, one with no defense 
against her aggressor - a completely submissive prey. 
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Dim witted. The illustrations on page 114 reflect a dimwitted Little Red 
Riding Hood as evidenced by the placing of her forefinger into her mouth, much 
like a dumbfounded young child might do. She appears to be at a loss for words, 
flabbergasted and bewildered. In these, as in the previous set of pictures she 
appears the youngest. 
Inquisitive: The illustrations on page 115 depict an inquisitive Little Red 
Riding Hood. Again she meets the wolf at eye level, or looks down upon him. 
She appears to be more intrigued and curious than alarmed. In these illustrations, 
as in the first set of pictures. Little Red Riding Hood appears slightly older, 
perhaps a pre-teen. "Little Red Cap's danger is [in] her budding sexuality for 
which she is not yet emotionally mature enough" (Bettelheim, 1989, p. 176). 
Here Little Red Riding Hood's depiction as a slightly older pre-teen places her on 
the verge of womanhood. Her curiosity regarding the wolf may suggest that she 
is tempted by him - willing to engage in some experimentation with her budding 
sexuality. 
Throughout her history. Little Red Riding Hood has been depicted as 
seductive, naive, dim-witted, or inquisitive, and recently she has been depicted as 
being intelligent, capable and confident. Yet however she appears in her tale, she 
always submits to the wolf. She is ever polite and passive in his presence. Why 
does a young child, upon meeting a wolf in the woods not exhibit intense fear? 
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Particularly a child such as Little Red Riding Hood whose tale is set in a 
sociohistoric context fraught with frightening images of werewolves and wild 
beasts. 
For centuries children have enjoyed the tale of Little Red Riding Hood 
and many young girls have emulated her behavior. It is not Little Red Riding 
Hood's polite nature, nor her obedience to her mother and grandmother that I 
find offensive, but her submission to her aggressor, regardless of her personal 
characteristics, that I find detestable. 
Little Red Riding Hood's outward appearance has changed dramatically in 
recent years. In some retellings she has shed her red cloak for the more 
fashionable running shorts or cowboy [sic] (Western) hat, and has even inherited 
some very positive characteristics; intelligence, physical capability, street-smarts. 
Occasionally she even speaks with authority and asserts herself. Whatever 
persona the modern-day Little Red Riding Hood acquires, she regresses to the 
traditional passive and polite Little Red Riding Hood in the presence of her 
aggressor. 
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Figure 2: Little Red Riding Hood as Dimwitted 
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Figure 4: Little Red Riding Hood as Inquisitive 
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In conclusion, there are common elements that run through all five of the 
Little Red Riding Hood tales presented here, which maintain ties to the original 
published versions. First and foremost is the color red, which is usually a cape or 
cloak-like garment, except in the cases of Little Red Running Shorts, whose 
shorts are red, and Little Red Cowboy Hat, whose hat and hair are red. 
All five versions feature the protagonist as a young girl, and all five 
versions feature a wolf figure (the Cat, in Ruby) and a grandmother figure or a 
grandmother's house. In four out of the five versions {Little Red Running Shorts 
is the exception) the protagonist has a mother who sends her to her 
grandmother's house with food, she stops to "dilly-dally" either by picking 
flowers or reading her books, and she is least assertive and most submissive when 
in an encounter with the wolf or wolf figure, or the woodcutter. Little Red 
Riding Hood is portrayed as polite, obedient, and naive in three of the five 
versions. Ruby and Little Red Running Shorts depart from this stereotypic 
identity, as does Little Red Cowboy Hat in part, yet it is only in Little Red 
Running Shorts that the protagonist maintains her assertive identity in the 
presence of the wolf. 
Regardless of the frequency of, or the nature of Little Red Riding Hood's 
speech, she places herself in a dangerously precarious situation in all but one 
version; Little Red Running Shorts, by telling the wolf exactly where she is 
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going. It is perhaps this single act, of confiding in the wolf, which some have 
interpreted as intentional, others as either naive, polite, or dim-witted, that has 
held the critics captivated, and propelled Little Red Riding Hood to her 
controversial status as the titular protagonist. Regardless of how Little Red 
Riding Hood is portrayed, whether she is a witless and naive figure, or a more 
assertive and clever figure, she always (with the exception of Little Red Running 
Shorts) yields to the wolfs authority, obeying his every command. Even when she 
senses danger, she dutifully defers to him, telling him with exact detail where she 
is going. Her own mother's warnings are futile against his powerful influence. 
When modem day authors decide to retell the tale of Little Red Riding 
Hood they have choices to make. There are innumerable ways to retell a tale; 
some retellings sanctify the traditional Grimms or Perrault version of the tale, 
others update it. Most authors who choose to update the story, do so by making 
superficial changes, such as changing the protagonist's red cloak to a red hat, or 
portraying Little Red Riding Hood as a modem day girl - athletic and capable. 
There are very few authors, however, who choose to change Little Red Riding 
Hood's relinquishment to the wolf. Certainly there would be no story if the wolf 
were prevented from learning Little Red Riding Hood's final destination (or 
destiny), however, the author could choose to have this information come from a 
source other than the protagonist herself. When the young female protagonist 
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aids in her own annihilation, the reader may well ask: Is the protagonist just plain 
stupid? Is she simply naive? Or perhaps she is asking to be violated? 
When traditional tales are rewritten and updated, it is important to make 
more than just superficial changes (like placing Little Red Riding Hood in an 
urban setting, for example). These superficial changes can be delusive and 
harmful. The reader is led to believe that the protagonist is a capable and 
intelligent character, and therefore, all of her actions are congruent with her 
character. The underlying message, however, is that it is normal and even 
expected that females, no matter how capable or intelligent, should, on demand, 
submit to males. The implications are profound; young female readers are 
assuaged with images of strong female literary characters, but the underlying 
message - that of submission and passivity - is sinister and foreboding. 
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Part HI: Categorizations 
I have matched the categories that have emerged in the data analysis; 
Traditional, Modem, and Postmodern, with particular intellectual movements. 
The first category, consisting of books published in the 1940’s, 50’s, and 60’s 
can be described as traditional; Traditionalism is an adherence to the doctrines or 
practices of established and customary patterns of thought. These books are 
retellings that are sweetly innocent and, at times, overly sentimental or sugary. 
The second group, consisting of books published in the 1970’s and 80’s can be 
described as modem; Modernism is a conscious break with past traditions and a 
search for new forms of expression. The retellings in this category are presumed 
attempts to break with the previous retellings. These authors and illustrators 
update the tale by depicting the protagonist in contemporary clothing and placing 
her into a contemporary landscape. The final group, consisting of books 
published in this decade can be described as Postmodern as Postmodernism is a 
reaction against modernism and embraces a more pluralistic philosophy. In these 
retellings the protagonists has changed internally through her actions and speech. 
As with any intellectual movement, the criteria that define it are based on 
the collective consciousness of those aligned with its philosophies, making the 
exact parameters of these movements somewhat difficult to define. Hence, I use 
the terms Traditional, Modem, and Postmodern not because the books in this 
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study fall squarely into any one particular category, but because they fall into the 
decades designated as such. 
The data analysis is an examination of Little Red Riding Hood’s 
depiction over time, beginning with the Perrault and Grimm depictions as set 
forth in Part I, and following the tale over time and through various retellings up 
to the present day versions. The first question; How has Little Red Riding 
Hood's image chcmgedover time, must be unpacked, or broken down into 
smaller components that analyze her speech (or reticence), her actions (or 
inertia), and her visual appearance, which collectively address the larger question. 
Each of these smaller components can best be responded to categorically, or 
grouped by publication date, beginning with the first set of books in this study 
published between 1946 and 1968; the traditional retellings. 
The Traditional Retellings 
The first written accounts of the Little Red Riding Hood tale, those by 
Perrault and the Brothers Grimm, distinguish her as the quintessentially polite, 
naive, even dim-witted protagonist. She has even been portrayed, at times, in a 
seductive manner, as when she disrobes for the wolf before climbing into his bed. 
Perrault’s Le Petit Chaperone Rouge depicts Little Red Riding Hood actually 
shedding her red cloak (her chaperone), which, when viewed from a 
psychoanalytic perspective, may be interpreted as shedding the safety and warmth. 
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and hence the ideology, of home. Perrault seems to suggest that Little Red Riding 
Hood may be simultaneously rejecting her chaperon, or cloak (in French) and her 
chaperone, or caretaker (in English). 
This first group of retellings are, for the most part, sterilized; all content 
that could be considered in any way offensive or sensitive is either watered down 
or removed altogether; in particular, the bedroom scene and the initial contact in 
the forest that culminates in the bedroom scene. These include versions by 
Broadley, Harper, Hutchins, Jones, Shane & Hester, and Watts. First in the 
woods, and later in the bedroom. Little Red Riding Hood encounters the wolf. It 
is precisely these two scenes that scholars have focused on in their analysis of her 
moral character asking, “Did the wolf seduce her, or did she seduce the wolf?”. 
Some would say that Little Red Riding Hood is merely an innocent little girl 
who, in the name of good manners, responds politely to each of the wolfs 
questions. Others would accuse Little Red Riding Hood of intentional wanton 
persuasion, i.e., arranging a later meeting with the wolf the bedroom where her 
grandmother’s sexual attractiveness will be symbolically passed on to a new 
generation. These critical scenes become even more ambiguous in the washed out 
versions of the 40’s, 50’s, and 60’s, rendering this once intriguing tale almost 
pointless. Authors like Broadley and Watts, for example, seem to take 
exceptional care to avoid any misinterpretation of Little Red Riding Hood’s good 
140 
intentions. In the Broadley version the protagonist tells the woodsman where she 
is going; the wolf, who is hidden in the bushes, merely overhears the 
conversation. No one can accuse Little Red Riding Hood of an ulterior motive 
here. Likewise, the Watts version has the protagonist singing her destination out 
loud as she strolls through the woods, and again, the wolf merely overhears the 
destination. 
Furthermore, the Broadley and Watts retellings are injected with high 
doses of sugary sweet imagery wherein Little Red Riding Hood exists in a never- 
never land of gingerbread houses, where anthropomorphic baby woodland 
animals dwell in polka-dotted mushroom homes. There is nothing unseemly or 
uncomfortable about this idyllic setting replete with flitting butterflies and cute 
hopping bunny rabbits. The sun shines perpetually. “The birds sang merrily... 
bunnies chased... squirrels scampered... fawns peeped shyly...” Even the animals 
are harmless. Humans and animals coexist in peaceful tranquillity. The reader 
actually wonders why Little Red Riding Hood’s mother bothers to give the 
young girl a warning as the pictures and words combine to give the reader the 
impression that this place is perfect, sylvan, and very unrealistic. The mother’s 
warning is a contradiction, a juxtaposition that doesn’t fit. We have no indication 
whatsoever that anything bad could ever happen here in this make-believe 
wonderland. 
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The protagonist in these retellings rarely initiates speech in any 
meaningful way, but merely responds to questions or directives, or is spoken 
about or spoken to. Nor does she act, but is typically acted upon. She appears 
wide-eyed, almost dazed at times, and exudes innocence and syrupy sweet 
sentiment. Little red Riding Hood is not depicted as being overly stupid, or 
polite, or seductive in these retellings. Neither is she particularly assertive, 
intelligent, or strong. She is merely sweet and cheerful. She is benign. 
Inconsequential. Insignificant. 
These versions are relatively senseless in that the authors seem only to 
want to retell a popular story the sole intent of which being that of unrealistic 
cheer and gaiety. Little Red Riding Hood does not walk in these versions, but 
instead she hops, twirls, or skips her way through life. These versions are like 
thin shadows of the original tales that leave the reader wondering why they were 
written. 
Speech: In those retellings that lack direct quotes from the protagonist, I 
will analyze situations in which she is spoken to or about, as in Elizabeth Orton 
Jones’ 1948 version titled Little Red Riding Hood. As the story opens, Little Red 
Riding Hood’s mother is quoted directly, as she gives her daughter explicit 
instructions to stay on the path. Following the quote, the text reads, “Little Red 
Riding Hood promised”. Rather than giving speech to, and directly quoting the 
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alleged main character of the story, the author merely refers to her, recounting 
her reply to the reader. The young girl speaks only to the wolf, when questioned 
by him, and then, only to answer his questions politely. In the beginning, with her 
mother, and again in the end, with her grandmother and the woodcutter, she is 
only spoken about. After being rescued from the wolfs belly, the text reads, 
“They [Little Red Riding Hood and her grandmother] thanked the woodsman for 
what he had done”, as opposed to directly quoting Little Red Riding Hood as 
saying “Thank you”. The woodsman, incidentally, is quoted directly in the text, 
as is the grandmother and mother. Even in the woods, with the wolf, we do not 
hear Little Red Riding Hood speak. When the wolf is quoted as saying, “A pretty 
bunch of flowers would surely make your grandmother feel better. Don’t you 
agree, Little Red Riding Hood?”, the protagonist gives no reply. Instead the text 
reads, “And away he went through the trees”. Apparently, Little Red Riding 
Hood’s reply is not important enough to the wolf that he would wait and listen to 
it, but what is more disturbing, is that her reply is not important enough to the 
author to take up space on the page. 
In the Watts 1950 retelling. Little Red Riding Hood does not tell the wolf 
where she is going, but instead, skips merrily through the woods singing, “Here I 
go to Grandma’s house”, which the wolf overhears. Considering the year of 
publication, the idyllic landscape, and saccharine tone of the story, I believe this 
accidental conveyance of Little Red Riding Hood’s message is the author’s way 
of avoiding having to present Little Red Riding Hood as a child who would 
willfully disobey her mother’s instructions. The author’s intent appears to be to 
want to present her as the kindest, sweetest little girl in the world. By singing her 
song, for all to hear. Little Red Riding Hood maintains her integrity as an 
innocent and obedient little girl, appears incessantly cheerful, and likewise, a bit 
dull. The author has avoided the most controversial and critical scene in the tale; 
the woodland scene in which Little Red Riding Hood first encounters the wolf. It 
is this scene that determines Little Red Riding Hood’s identity as victim or 
seductress. 
Action: Typically, Little Red Riding Hood’s actions are not motivated 
internally, as a result of her own agency and free will, but externally, because 
someone told her to. In one version the wolf suggests that Little Red Riding 
Hood stop and pick some flowers. She answers, “I promised my mother I’d stay 
on the path”. She refrains from picking the flowers, initially, because her mother 
told her not to, and not because she felt that it could be dangerous. Nevertheless, 
her mind is quickly changed at the mere suggestion of picking flowers as 
evidenced in this passage, “In no time at all Little Red Riding Hood was 
wandering about in the wood picking flowers here and there”. The author makes 
the unfortunate choice of phrasing by using “in no time at all” which suggests, to 
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me, that Little Red Riding Hood’s mind was changed by an outside influence 
quite effortlessly. Her thoughts and intentions were completely reversed within 
one brief moment. Not only was she completely swayed by his suggestion, but 
she wandered aimlessly, here and there. She did not set about in a determined 
manner to pick flowers, but approached the task in a most lackadaisical, 
haphazard, and casual way, as if there were not a single other thought in her head 
to cloud her young mind. 
In Harold Shane’s 1960 Rebus version (see illustration on page 127) the 
protagonist actually invites the wolf to accompany her to grandmother’s house. 
He accepts willingly, for he has his own agenda which is to “get” her. The reader 
isn’t informed what the wolf means by “get”, but may assume it means “to eat 
her”. The wolf hurries on ahead, and Little Red Riding Hood decides herself to 
stop and look for flowers where she “played and played in the [picture of the 
forest] She looked for [picture of flowers]. She saw a [picture of a rabbit] too.” 
This version is so sanitized that the wolf becomes an almost hapless trickster. He 
appears dog-like and friendly and it is Little Red Riding Hood herself who causes 
the delay by “playing and playing”. It is not enough to stop and pick flowers, she 
had to play extensively, after her mother specifically says, “Do not play in the 
[picture of forest]”. This seemingly defiant act, to disobey her mother’s wishes, is 
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not portrayed as a an act of deliberate defiance, such as a strong-willed child 
might perform, but as the heedless dawdling of an unmindful child. 
In Hutchin’s 1968 version, Rosie's Walk, Rosie is a hen who walks 
around the barnyard, pursued by a fox. She remains blissfully unaware of the 
danger she is in and never takes notice of the fox who stalks her, always at her 
heels. He pounces, and misses several times, by mere seconds, or inches. It 
appears to be by pure luck and circumstance that she is not caught and eaten by 
the fox, and not due to any self defense mechanism employed by Rosie. 
Visual Appearance: Little Red Riding Hood is an Anglo, rosy cheeked, 
cherubic looking young girl dressed in conventional garb; blue dress, white 
apron, and red hooded cloak in all but The Gutmiwolf version and Rosie 's Walk. 
In Rosie's Walk, the protagonist is a hen. In The GunniwolJ\ she appears to be of 
a Pacific Island, or perhaps an Indian culture, but the reader is never sure of her 
heritage or geographical location. She lives in a dense tropical jungle in a mud 
and grass hut, her mother wears robes and carries a water jug on her shoulder, 
their skin is white and their hair is black, their speech is dialectic English; “I no 
move”. The wolfs speech sounds like a strange dialectic German/English 
combination; “Then you sing that guten sweeten song again”. Wolves dwell in 
their jungle. I am aware of no such landscape or culture. 
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In human form. Little Red Riding Hood’s facial expression is one of 
wonderment, innocence, and simplicity. When confronting the wolf, her facial 
expression changes, and a dumbfounded or confused look momentarily replaces 
the wide-eyed stupefaction. Never does she express anything close to terror or 
panic for these jarring emotions would be inharmonious with the idyllic flavor of 
the stories in this group of retellings (see illustration on page 127). 
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Figure 5: Little Red Riding Hood’s Traditional Depiction; Tales To Tell 
"I want to see 
I will take the 
No! No!” said Little Red 
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The Modern Retellings 
This group of Little Red Riding Hood stories were published between 
1976 and 1989. These include versions by Browne, Dahl, Hyman, Kitamura, 
Leedy, Owens, Steig, and Young. I have also included Flossie and the Fox by 
Patricia McKissack in this group of retellings because of its publication date of 
1986, however, this retelling is the single exception in all three groups. Flossie, 
the Little Red Riding Hood figure, is the only protagonist who transcends a 
stereotypical portrayal and emerges as an intelligent, assertive, and polite young 
girl. 
I will call these the modem retellings as they reflect a distinct 
transformation from the traditional versions in the first group. These retellings 
lack the excessively sweet sentiment of the previous group and move toward 
what feels like a more realistic portrayal of the protagonist and her landscape. 
While the Little Red Riding Hood story is a fictitious fairy tale and not 
meant to fall into the genre of realism or realistic fiction, the characters and their 
landscape can nevertheless be depicted in a believable fashion, unlike the syrupy 
retellings of the 40’s, 50’s and 60’s. Here Little Red Riding Hood’s appearance 
changes, as does her landscape, sometimes quite dramatically. Little Red Riding 
Hood’s tale is now being retold by authors whose books reflect the intellectual 
thoughts of a post-industrial American society. She is more active, and she 
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sometimes wears updated clothing versus the aproned petticoat-like dresses and 
bonnets in the traditional versions. However, her clothing is still a dress and not 
slacks. Included in this group are retellings that present Little Red Riding Hood 
as an African American, as Chinese, and even as a pig. Although her outward 
appearance has been changed form the traditonal she still embodies the 
personality traits of a more traditional Little Red Riding Hood. 
The exceptions in this group, other than the McKissack retelling, are 
those stories that deliberately mirror the Perrault or Grimm versions, such as 
Owen’s The Complete Brothers Grimm Fairy Tales published in 1981, and the 
Dahl version found in Roald Dahl ’s Revolting Rhymes, published in 1982. The 
Dahl book was located in the adult poetry section of the particular library where I 
discovered it (with the help of the librarian, as I would not have looked in the 
adult section otherwise). In it Little Red Riding Hood is portrayed as a young 
woman in high heeled shoes. She is an aggressive person who shoots the wolf 
with a pistol that she “whips from her knickers [British: underwear]”. Later she 
models a luxurious wolf-skin fur coat. This version is amusing in its irreverence, 
but unfortunately takes the character to a new stereotypic extreme; that of a 
superficial, materialistic, and bellicose young woman. Most versions in this 
group, however, reflect a gentler Little Red Riding Hood. 
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Speech: It is interesting to note that one protagonist stands out in this 
group as an intelligent, resourceful, and assertive young girl. She speaks 
confidently yet courteously, as she has been taught, to the wolf. She is Flossie in 
Flossie and the Fox published in 1986. Flossie is an African American girl. 
Flossie and her mother appear happy and carefree, yet the mother sends Flossie 
to the neighbor’s quarters to deliver a basket of eggs. 
Flossie remains composed throughout her trek through the woods, while 
the pursuing fox becomes increasingly agitated at her refusal to be intimidated by 
him. Being polite is important to Flossie, but not to the point of stupidity, as in 
when she senses danger. Her voice comes across clearly, never brash or crude, 
but assertive and self-assured. Flossie’s authoritative and clever speech eventually 
turns her conniving and deceptive predator into a sniveling insecure follower. The 
fox perseveres in his attempt to convince Flossie that she should be fearful of 
him. As his repeated attempts fail, he becomes increasingly uncertain of his 
position. The fox stammers his avowal to Flossie: 
“I-I-I have a bushy tail... that has got to be adequate proof [that I’m a 
fox]” 
“Aine got to be. You got a bushy tail. So do squirrels” is Flossie’s 
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rejoinder as she stares down the fox with hands planted firmly on hips. The 
reader is clear that Flossie is in control from the moment she encounters the fox. 
151 
and as indicated, they have an inverse relationship; as her power steadily 
increases, so does the fox become increasingly ineffectual and feeble. Flossie is a 
bona fide protagonist for whom the reader cheers every step of the way. 
The other protagonists in this group are mostly Anglo American, except 
for being a pig in Steig’s The Amazing Bone, or three Chinese girls in Young’s 
Lon PoPo, but all lack the distinct agency displayed by Flossie. Rose, for 
example, whom we meet in Browne’s 1989 version titled The Tunnel, is 
portrayed as a timid and introspective child. She prefers to remain indoors 
reading fairy tales by herself, but is forced out one day by her mother (i.e., sent 
on an errand). Donning her red hooded coat she follows her brother into a tunnel 
that takes her to a frightening wood. Here the gnarled trees reveal grotesque 
images of wolves looming over her, drooling and ready to pounce. She has little 
or no voice in this version. She is rendered virtually mute by the author, by her 
brother, and even by her mother. When she does speak, no one listens. She is 
defenseless, voiceless, and can see no solution to her disempowered situation. 
Pearl, a pig, is the protagonist in Steig’s version. She speaks primarily in 
polite responses to questions, or to make cheerful observations when no one else 
is listening, but rarely speaks in her own defense against her attackers. Sitting in a 
flower patch in the woods, she says to herself, “I love everything”. It is in this 
flowery setting, “between school and home” (childhood and adulthood) that 
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Pearl can “almost feel herself turning into a flower”. No sooner does she think 
this thought than she finds a magic bone whom she befriends. She asks the bone 
politely, “May I take you home with me, wonderful bone?”. On the way home 
they are met by a band of highway robbers, and also abducted by a wolf. It is not 
Pearl who speaks to these predators, but the bone, who uses his repertoire of 
scary voices and magical incantations to frighten them away. 
Action: Little Red Riding Hood is typically acted upon, just as she is 
typically spoken about. Pearl, for example, allows her newfound bone to direct 
the action. Pearl does not fight or even protest when the fox mistreats her. She 
merely sobs pitifully as her abuser nudges her toward his house, and she slumps 
pathetically as he drags her over to the stove where he intends to cook her. 
Rather than contest her ill treatment, she succumbs in body and spirit, and it is 
only the bone who protests, and ultimately saves her. Likewise Rose, in The 
Tunnel, appears to be depressed and vulnerable. She slumps, frowns, and drags 
her feet, but she never fights back either verbally or physically. 
The three sisters in LonPoPo are no less submissive, even foolish to 
believe that the wolf could possibly be their PoPo [grandmother], yet the eldest 
sister redeems herself when her suspicions are confirmed, and she realizes that 
the intruder is actually a wolf. She acts swiftly then, and tricks the wolf into 
leaving the house thereby saving herself and her two younger sisters. Her actions 
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are admirable and, with the exception of Flossie, she demonstrates the most 
competence as compared to the inert natures of her counterparts. 
Visual Appearance: Little Red Riding Hood’s clothing has been updated 
in these versions. Her manner of dress is considered traditionally feminine; she 
now wears a knee-length skirt and blouse, dress, or red coat, but never slacks or 
short pants. Despite her updated look, her mannerisms are still those of the more 
traditional, more passive Little Red Riding Hood. Her facial expression ranges 
from helpless desperation, as in The Tunnel’s Rose or The Amazing Bone's 
Pearl, to wide-eyed wonderment, depending on the situation. 
In Lily Takes a Walk, the protagonist appears to be about 5 or 6 years old 
and is pictured in a short skirt and blouse. She is always smiling and courteous, 
pictured with hands folded, or at her sides, carrying the flowers that she has 
stopped to get for her mother, waving to the ducks or to a neighbor, or pointing 
politely to the produce that she wants to purchase from the grocer. Her eyes are 
two round dots set wide on her face which gives her an innocent appeal. Pearl, in 
The Amazing Bone, is clad in a knee-length dress and carries a purse. Her 
clothing is also contemporary, yet traditionally feminine. Her mannerisms are 
gentile and she resists asserting herself, even in the face of grave danger. 
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Figure 6: Little Red Riding Hood’s Modem Depiction; The Tunnel 
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The Postmodern Retellings 
Books in the third and final category, published between 1990 and 1998 
are referred to in this study as the Postmodern retellings. This collection of books 
includes retellings by Ada, Arguetta, Bartlett, Brooke, Emberley, Enderle, Ernst, 
Lacome, Lowell, Meddaugh, Montressor, McNaughton, Numeroff, Philip, 
Schertle, Scieszka, Steig, Stevenson, Strauss, and Vozar. One could argue that 
an in-depth analysis of the stories warrants insubstantial evidence of their 
Postmodern label. However, when compared with books in the previous two 
categories, all of which are compared to the original Perrault and Brothers 
Grimm versions, this group of retellings comes the closest to being Postmodern 
in content. In a Postmodern retelling of the Little Red Riding Hood tale the 
reader would likely find that the protagonist has transcended her traditional 
depiction visually, spiritually, and politically. I envision several scenarios, for 
example, in the initial encounter with the wolf. Little Red Riding Hood might 
refuse to divulge information to him. He may choose to stalk her anyway, but she 
has not stupidly invited the hunt and the story maintains its integrity as a Little 
Red Riding Hood retelling. In another scenario she may offer information to the 
wolf, despite sensing the danger in that act, and later acknowledge her stupid 
mistake, reflecting upon and learning from it. A Little Red Riding Hood who has 
learned nothing more from her ordeal than to obey her mother, might easily 
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misconstrue her lesson as obedience to all adult authority figures, which her 
polite conversation with the wolf already demonstrates. 
A Postmodern retelling takes into account a multiplicity of issues 
including but not limited to class, gender, heritage, ability, age, and sexual 
preference. Little Red Riding Hood could certainly be portrayed as innocent and 
even naive in these versions, after all, she is a preadolescent human. Furthermore 
her polite nature is a good thing. It is when the depiction of these attributes is 
taken to their extremes; when Little Red Riding Hood remains polite even in the 
face of death, when she senses danger but doesn’t want to offend her stalker, that 
she becomes a sexist stereotype. 
Flossie and the Fox emerges as a prime example of a Postmodern 
retelling, yet I have placed it into the Modern category only because of its 
publication date with the explanation that she is the conspicuous exception in her 
category. 
Speech: Little Red Riding Hood has found new and unique ways to 
reveal her destination to the wolf that begin to dash the quintessentially polite 
stereotype; In A Newfangled Prairie Tale her destination creeps up in 
conversation rather than being blurted out directly, in Yours Truly, Goldilocks, 
she accidentally drops the written directions to Grandma’s on the ground where 
the wolf finds them, and in Little Red Cowboy Hat she shouts her destination out. 
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“’To grandma’s house!’ And they galloped away”, which may be interpreted as 
telling the wolf where she is going, or as a directive to her horse. Either way, she 
did not speak directly to the wolf. In other versions, like Little Red Running 
Shorts, she never tells the wolf where she is going, but engages him in her 
argument with the narrator of the story wherein she appears to have the upper 
hand. Her one line of speech, “We’re outta here”, seems brash and abrasive 
compared with other depictions, but nevertheless her voice is loud and clear, as 
compared to the silent Little Red Riding Hoods. Her manner appears similarly 
grating in the Steig version which reads more like a parody than a retelling. In A 
Handful of Beans, Little Red Riding Hood’s flippant comment upon being 
released from the wolfs belly is, “It’s hot, and it’s dark, and it smells like rotten 
eggs [in here]”. 
Little Red Riding Hood becomes a more believable character in Little 
Well Read Riding Hood, Yours Truly, Goldilocks, Yo, Hungry Wolf Hog Eye, 
and A Newfangled Prairie Tale. In these versions she manages to voice her 
opinion and assert herself without becoming offensive or crass. Little Well Read 
Riding Hood is an intelligent young girl who considers the bothersome wolf to be 
little more than an annoyance. She is a knowledgeable young girl who is 
cognizant of the facts: “It’s fortunate for me that you eat only rodents and small 
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mammals when you hunt alone, or deer when you join a pack”. She antagonizes 
the wolf with her intellect while retaining her dignity and calm demeanor. 
In Yo, Hungry Wolf, Little Red Rappinghood is both assertive and 
confident. When she meets the wolf she says, “Yo, wily wolf! I see through your 
disguise. You're not my Granny I can tell by your eyes. Your eyes are the size of 
those mean wolf guys. Who hide in beds, so don't tell me no lies”. The wolf is 
unprepared for her assertiveness and it takes him a moment to regain composure 
and reply. He argues that he is her granny and she accuses him of lying. She 
never waivers in her determined approach at resisting him. When Little Red 
Rappinghood has heard enough of this wolfs lying, she turns and runs out the 
door, just as the woodsman runs in, swinging an ax. The wolf runs away and 
Little Red calls after him warning him to change his diet, “Cause girls and 
grannies aren't meant to be eaten. If you try it again, you'll just get a beatin”. 
Action: Little Red Rappinghood is assertive, articulate, and bold, and it 
would have been perfectly believable for this character to have escaped from the 
wolf herself with no assistance form the woodsman. Actually, her escape 
coincides with the woodsman's entrance, so it is unclear whether she would have 
managed a total escape on her own or not. At any rate, she was not saved, nor 
did she require saving, and therefore did not save herself - but escaped from the 
wolfs advances. 
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In The Tuba Lesson, the young male protagonist ignores the warning 
offered on the first page, presumably from his mother, to stay on the path and not 
dilly-dally. He quickly finds himself in danger because of this, yet nevertheless 
manages to get himself out of trouble just as quickly. He uses his tuba, his music, 
to win over the animals and together they parade to the tuba teacher’s house at 
the other end of the path. He is both resourceful and brave, despite his 
disobedience which is not so much deliberate, as it is quite natural for children to 
become easily distracted. 
Visual Appearance: Little Red Rappinghood is pictured in assertive 
poses, with hand on hips, either snarling at the wolf, or staring him straight in the 
eyes. She appears to be self assured, strong willed, and capable. Her clothing is 
modem and her hair is curly with a reddish blonde tint, which hints at a 
stereotype of curly haired red-heads being mischevious, spunky, or fiery. 
Nevertheless, she is able to take care of herself despite the diminutive "Little" 
adjective which precedes her name. 
In Hog Eye, the young protagonist is captured by the wolf, but uses her 
wiles to escape. When the wolf asks her to read a soup recipe to him - a soup 
that will contain the protagonist as the main ingredient, she makes up a false 
recipe. This recipe calls for the wolf to gather ingredients from dangerous places; 
like green peppers from Devil's Cliff, or pure water from Torrential falls. Each 
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time the wolf runs off after the ingredients he is injured and comes back in an 
ever weaker condition. This strategy allows the protagonist time to plan her 
escape. The final ingredient is "green three-leaf'(poison ivy), of which the wolf 
gathers a large quantity. When he brings returns with the final ingredient the 
young protagonist warns, "...if you light the match [under the soup], you will 
have the urge to scratch". Sure enough the wolf begins to itch teribly from the 
poison ivy and, thinking that she has magical powers; he begs her to take off the 
spell. She successfully negotiates her release, and heads home. This protagonist is 
very clever and always remains cool under stress. Upon her return home she tells 
her family, "And. I demanded a nice apology!". 
The protagonist in Little Well Read Riding Hood is smart. She is not 
afraid of the wolf because she knows that wolves don't eat humans, as evidenced 
in her statements to the wolf: "It's fortunate for me that you eat only rodents and 
small mammals when you hunt alone, or deer when you join in a pack". Yes, 
there's absolutely no reliable reports of wolf attacks on humans", and, "Wolves 
don't eat people, it says so in my book". When she initially meets the wolf in the 
woods they exchange conversation during which she tells the wolf where she is 
going (to Grandmother's). However, she is never frightened by him and feels that 
she is in no danger and has no good reason not to tell him. She understands that 
he is a wild beast, yet she is educated on the eating habits of the wolf and believes 
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that he will not attack her. The young girl's voice is heard clearly throughout the 
story. She is strong willed and intelligent, and speaks her mind, often getting into 
heated debates with those to whom she speaks. She considers other characters in 
the story; the boy at the Court is "stupid", the wolf is annoying, and the Teller 
often frustrates her. This is no quintessentially polite Little Red Riding Hood. 
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Traditional retellings, then, are those stories that embody innocence and 
naivete, and are seemingly senseless, while the Modem retellings are those stories 
whose purpose seems to be to move away from the traditional tale; to change 
Little Red Riding Hood’s appearance by placing her in a contemporary 
landscape, or dressing her in contemporary clothing, for example. These are the 
retellings that have taken first steps toward updating the tale and its protagonist, 
but neglects to examine the tale from a political perspective or to change it in 
meaningful ways. Little Red Riding Hood looks like a contemporary young girl in 
these versions; even speaks and moves like a contemporary young girl. 
Nevertheless she is, more often than not, still acted upon or spoken about. These 
retellings fail to examine the reasons that Little Red Riding Hood has been 
criticized by feminists as being a misogynist tale and a parable of rape. 
The Postmodern retellings in this study are categorized as such because 
of their ability to transcend the traditional depictions of Little Red Riding Hood 
as the quintessentially sweet and polite protagonist. In these versions she may be 
still be polite, but not exclusively. Instead, she acts in accordance with the 
situation, as circumstance dictates, lending both dimension and a certain 
believability to her character. 
These retellings are categorized as Postmodern not because they are 
perfect examples of Postmodern intellectual thought; they are not even perfect 
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examples of political correctness or happy pluralism. Nor are they wholly 
unproblematic. For example, A New Fangled Prairie Tale fails to present Little 
Red Riding Hood as a completely sensible being when the story depicts her 
offering the wolf directions to her Grandma’s house. This momentary regression 
is significant and tests the reader’s faith in her intelligence. Nevertheless, she 
manages to emerge as a capable and resourceful young girl as evidenced by such 
actions as checking her bicycle tires for proper air pressure, and testing the 
brakes before riding to Grandma’s house. She further redeems herself in the end 
when she is shown in the responsible position of delivering her grandmother’s 
muffins to their buyers. 
Instead, these retellings are categorized as Postmodern because they were 
published in the 1990’s and because they have attempted to change the story 
politically; they have changed Little Red Riding Hood’s attitude as well as her 
outward appearance. They have moved beyond the Modem retellings. Flossie 
and the Fox, despite its placement in the Modem category because of publication 
date, emerges as the decisive Postmodern retelling when compared to the 36 
retellings analyzed in this study. Hers is clearly a Little Red Riding Hood-like 
story. Her grandmother. Big Mama, sends the polite Flossie on an errand to 
deliver food to a neighbor’s house, warning her not to “tarry”. The details of the 
story deviate slightly from the traditional version wherein Little Red Riding Hood 
165 
is sent by her mother to deliver food to her grandmother’s house and warned not 
to talk to strangers, but nevertheless, the components (polite young girl, errand, 
food, grandmother, warning) are intact. Flossie decides to take a shortcut 
through the woods where she encounters a fox. The traditional protagonist 
encounters a wolf, but many of the contemporary retelling have substituted a fox 
predator. This is perhaps where the similarities end, and where Flossie transcends 
the oppressive cloak of traditionalism. Flossie actually wears no red cloak, nor 
any cloak at all, but a yellow aproned dress reminiscent of the aproned dressed 
worn by her traditional counterparts. Not only does her clothing mimic the attire 
worn by the traditional protagonist, so does her polite nature. This is significant 
because many of the retellings change the protagonist’s outward appearance 
only, with the intent, I am assuming, of updating her, yet this fails to change her 
on anything but a superficial level. Flossie, by comparison, is changed internally, 
in meaningful ways, and her traditional apparel seems to be a confident 
statement, suggesting that this protagonist needn’t prove anything to anyone. Her 
appearance is secondary to her actions; how she looks to the reader is 
inconsequential, for it is her spirit that will transport her and command our 
respect. And her spirit is indomitable. Flossie, like Little Red Riding Hood is 
polite, yet unlike Little Red Riding Hood, she is a wise and resourceful child who 
manages to out-wit her predator. Upon meeting the fox in the woods she 
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"skipped right up to him and nodded greeting the way she'd been taught to do" 
(McKissack, p. 8). Flossie addresses the fox firmly, refusing to be intimidated by 
him, or frightened of him. After hearing the fox’s introduction Flossie tossed her 
head in the air and replied, "Well, whatever you are, you sho' think a heap o 
yo'self," and skipped away. Flossie remains composed throughout her trek 
through the woods, while the fox becomes increasingly agitated at her refusal to 
be intimidated by him. She never defers to him, but stands her ground solidly. 
She is able to respond in a polite manner but remains firm and assertive with him. 
Being polite is important, but not to the point of stupidity, as when she senses 
that she is in danger. 
Flossie uses some reverse psychology to out-smart the fox, pretending 
that she does not believe that he is really a dangerous fox. When Flossie and the 
fox come upon a cat in the woods, the fox pleads with the cat to tell Flossie that 
he truly is a fox. Flossie looks at the cat, winks, and whispers, "He sho' use a 
heap o' words". We are assured in the end, that Flossie has known all along that 
her predator is a fox. When the fox is being chased away by hound dogs he 
shouts, "I am a fox!". Flossie's reply is, "I know, I know". She is pictured smiling 
proudly, satisfied that she has successfully out-witted the sly fox. 
This is a refreshing tale of the girl (human) being smarter than the fox 
(animal), and of the girl asserting that intelligence despite the aggressor's insistent 
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manner and tireless pursuit of her. Flossie is pictured in poses that reassure the 
reader that she is in control of the situation at all times. Never is she staring up at 
the fox, wide eyed and innocent. But instead, looks down upon him, usually with 
her hands planted firmly on her hips, a suspicious eyebrow raised, or other 
indication that she won't fall for his nonsense or be taken in by his insistent 
pleading and cajoling. 
Furthermore, Flossie's voice comes across clearly. She speaks her mind 
and is assertive, but never rude or harsh. The text portrays Flossie as an 
independent and intelligent individual who uses her words to emerge victorious 
over the cunning fox. Flossie's speech turns the fox from a conniving and 
deceptive predator, into a sniveling and insecure follower. The reader retains 
respect for Flossie, not only because she is intelligent, but because she is also 
civilized, as evidenced in this text: 
"I-I-I have a bushy tail ...that has got to be adequate proof." [that I'm a 
fox] 
"Aine got to be. You got a bushy tail. So do squirrels." [said Flossie] 
"Here, have a bite of peach", she said, offering Fox first bite of her treat. But Fox 
was crying like a natural bom baby. 
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"No, no no." he sobbed. "If I promise you I'm a fox, won't that do?" 
Flossie shook her head no. "Oh, woe is me," Fox hollered. "I may never recover 
my confidence." Flossie didn't stop walking. 
"That's just what I been saying. You just an ol' confidencer. Come tellin' 
me you was a fox, then can't prove it. Shame on you!" 
The reader is clear that Flossie is in control from the moment she 
encounters the fox. Flossie and the Fox have an inverse relationship; as Flossie 
asserts her will, gaining ever more control, the fox likewise begins to crumble. 
There is no doubt that this protagonist will emerge victorious, and the reader is 
rooting for her every step of the way. What separates this tale from the 
traditional Little Red Riding Hood tale is her agency; her calm assertion in the 
face of a dangerous predator and her quick-witted strategy to out-smart him. 
CHAPTER 5 
CONCLUSIONS 
As I progressed through the data presentation phase of this study, 
collecting and analyzing the various retellings of the Little Red Riding Hood tale, 
new themes and similarities among the stories gradually began to emerge, some 
hesitantly, others leaping out at me forcibly. I noticed the strong willed and able 
bodied grandmothers in Little Red Cowboy Hat and Little Red Riding Hood: A 
New Fangled Prairie Tale, for example, and I observed that Little Red Riding 
Hood appears as a pig (in three out of the six retellings used in this study) when 
portrayed as an animal rather than as a human being. Still more themes became 
evident such as the retellings that strongly suggested Freudian imagery, like The 
Amazing Bone, for example, or the retellings that were decidedly Marxist like, 
Little Red Riding Hood in the Red Light District. 
As these themes became evident I pondered how to present this 
information; how to organize and categorize it into an informative, readable, and 
scholarly format. One way would be to construct graphs and charts to indicate 
how many times Little Red Riding Hood was portrayed as a pig, or how many 
times her grandmother was cast in the role of rescuer, and so on. The chart 
format alone, I decided, was inadequate, as the charts are mere quantitative 
statistics that by themselves lack both depth and insight. Charts are flat, lifeless. 
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and can make for tedious reading; a superficial analysis that merely yields 
numbers and offers no deeply meaningful interpretation. However, used in 
conjunction with thick narrative description and illustrations, the charts can 
represent an important component of the presentation. I eventually conceived of 
a layered analysis of the data; one that offers information at a glance, as in the 
charts, but also offers a deeper analysis in narrative form which I ultimately 
categorized into three sections according to publication date. 
The Primary Questions posed in this study’s proposal ask: 
1. How do the Little Red Riding Hood retellings handle gender depictions? 
2. How have the images of girls and women in the Little Red Riding Hood tales 
changed over time; how does the traditional version of Little Red Riding Hood 
differ from her contemporary counterparts? 
3. What are some guidelines for determining whether the portrayal of girls and 
women in a particular book is a stereotypical depiction? 
4. What are some of the implied outcomes of potentially sexist children's 
literature? 
This study is a critical examination of Little Red Riding Hood’s speech 
(as evidenced within the text), her agency (as evidenced by her actions, or lack 
thereof), and her visual image (as evidenced through illustrations). Compare, if 
you will, Little Red Riding Hood’s courteously refined reply to her mother’s 
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warning in Hyman’s Little Red Riding Hood. “Yes, mama, I promise. I will do 
just as you tell me” with the protagonist’s rather flippant replies to the same 
warning in Emberley’s Ruby. “Sure, Ma”, and “OK, Ma”. It would seem that the 
protagonist has evolved from the quintessentially polite little girl into a more 
flippant, almost scurrilous and impudent young girl, as in the Emberley version. 
In some retellings she appears as a passive, inert being, and in others she 
comes across as an impatient or impetuous character, and her depiction becomes 
almost predictable depending on the story’s publication date. The publication 
dates of the books utilized in this study are as follows: 1946 (1 book), 1948 (1 
book), 1950 (1 book), 1960 (1 book), 1965 (1 book), 1968 (1 book), 1976 (1 
book), 1981 (1 book), 1982 (1 book), 1983 (1 book), 1986 (1 book), 1987 (1), 
1988 (2), 1989 (2 books), 1990 (2 books), 1991 (1 book), 1992 (1 book), 1993 
(1 book), 1994 (3 books), 1995 (4 books), 1997 (4 books), and 1998 (4 books), 
for a total of 36 books whose titles are listed in the annotated bibliography at the 
end of chapter 5. 
These contemporary retellings of the Little Red Riding Hood tale span six 
decades and demonstrate a progressive development of the protagonist’s 
portrayal which I divide into three distinct categories. The earliest versions which 
date from 1946 through 1968 (roughly the 1950’s and 60’s) typically portray her 
as a saccharin sweet little girl who skips merrily through a sweet shoppe/candy 
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land like world. These glossed-over retellings almost seem to have as their 
primary goals, the intent to portray innocence and gaiety, rather than to recount 
an actual story or portray a real person as the story’s main character. 
The next category, which dates from 1976 through 1989 (roughly the 
1970’s and 80’s), finds the protagonist portrayed in distinctly different ways; she 
is changing, in transition; moving away from the empty headed, naive, innocent, 
polite and Anglo-American Little Red Riding Hood. Now we see the protagonist 
in a whole new light. She appears in a diverse variety of portrayals, for example, 
as (presumed by this researcher) a victim of incest in The Tunnel, as an African- 
American in Flossie and The Fox and Down the Road, as a young pig in a 
decidedly Freudian retelling titled The Amazing Bone, and even as three Chinese 
girls in Lon PoPo. Her outward appearance has changed dramatically, with the 
obvious exception of those retellings which deliberately mirror the traditional 
versions, such as Hyman’s Little Red Riding Hood, or the 1981 publication of 
The Complete Brothers Grimm Fairy Tales. Nevertheless, Little Red Riding 
Hood’s inward portrayal; her personality traits and her actions remain closely 
aligned, albeit not exactly faithful, to those of the traditional character. She seems 
to come to life as a multidimensional character who speaks and acts, although not 
always in intelligent and assertive ways, but she acts, nevertheless, which is very 
unlike the 50’s and 60’s Little Red Riding Hoods who are typically acted upon. 
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spoken to, or spoken about. Patricia McKissack’s Flossie and the Fox is the 
exception. Flossie is intelligent and polite, assertive but not aggressive, and 
maintains control over her own destiny throughout the tale. 
Finally, the last and most recent category spans the 1990’s, covering each 
year of the decade with the exception of 1996 and 1999. Now we find that Little 
Red Riding Hood has swung to new extremes. She completes her passage from 
childhood to maturity in one (adult) Marxist retelling titled Little Red Riding 
Hood in the Red Light District, and in another {Little Red Running Shorts), she 
brazenly chides everyone in her wake including the wolf, the author of the book, 
and the publisher, by marching right off the page much the same way as an 
overblown and pretentious actor would walk off the set of a movie. A further 
retelling portrays the protagonist as a boy in Tuba Lessons, and yet another 
portrays her as an intelligent young woman in Little Well-Read Riding Hood. She 
has come a long way from the traditional Little Red Riding Hood, but her 
character, more times than not, suffers from one fatal personality flaw; she is 
passive with her assailant and almost always offers him very specific information 
regarding her destination including detailed directions to her grandmother’s 
house. Rarely does she escape his advances on her own accord, using either wit, 
muscle, or speed, but must be rescued by someone older, smarter, stronger, and 
usually male. 
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There are exceptions, of course, to all three categories but, generally 
speaking, there is a certain lack of sophistication; an innocence and naivete about 
the retellings in the first category: 1950’s and 60’s. Likewise, there is a prevalent 
theme or attitude, a common thread that seems to connect the retellings of the 
second and third categories; the 1970’s and 80’s, and the 1990’s respectively. 
The books in the second category give this researcher the impression that authors 
are attempting to move away from the traditional fairy tale in an effort to update 
it, to bring it into the post war era and appeal to the modem reader. The 
superficial changes are evident at a glance; Little Red Riding Hood is a modem 
girl in a modem landscape, who even makes an occasional appearance as an 
animal. These departures from the traditional tale suggest an attempt at 
innovation but are surface changes only, and fail to change the tale politically. In 
these versions she can be seen wearing pants, riding bicycles, even talking back 
to her mother. The 1990’s versions used in this study, including recent parodies 
of the tale that seem to have a deliberate Postmodern theme, deviate further from 
the original, but tend to take the tale to a new extreme; in some retellings Little 
Red Riding Hood has lost all innocence, as in the retelling found in Roald Dahl ’s 
Revolting Rhymes. 
Finally, there are the expected similar components to all three categories: 
the red clothing worn by the protagonist, for example, an absent (physically or 
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emotionally) mother, a predator/wolf figure, a grandmother figure, a 
savior/rescuer, and so on, as well as the similarity in story line; a young child is 
sent on an errand and subsequently encounters a predator in the woods. Again, 
there are exceptions, such as Flossie who wears a yellow dress, but overall these 
stories demonstrate sufficient similarities to classify them as a Little Red Riding 
Hood retelling. 
I often wonder if the provincial European storytellers ever considered that 
their folk tales would be studied for centuries to come; that scholars would 
deconstruct, reconstruct, and impose such erudite and pedantic significance onto 
these simple tales. Perhaps the storytellers would be amused by this, or perhaps 
they had anticipated the profound ways in which their tales have impacted future 
generations. Nevertheless, I personally feel that the importance of the traditional 
European folk and fairy tales is noteworthy, if for no other reason than that their 
prevalence is pandemic. I have never met the person who is not familiar with the 
Little Red Riding Hood tale, as with other traditional folk and fairy tales. 
These tales have survived the test of time and are still being read, 
analyzed, enjoyed, and rewritten today. The Little Red Riding Hood story has 
been rewritten and rendered by numerous contemporary authors and illustrators, 
all with their own unique interpretations of the original. The protagonist, it would 
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seem, is no less popular today than she was in 17th century France when Charles 
Perrault wrote Le Petit Chaperon Rouge. 
In the early 19th century the Brothers Grimm traveled the countryside 
collecting the oral tales for their publication, the Kinder und Hausmarchen. 
These tales were influential because of their popularity and because they formed 
the basis for the scholarly study of folklore. Psychologists have used fairy tales to 
interpret and examine our universal fears and desires. The lasting appeal and 
popularity of the tales, then, can be attributed to a variety of reasons. Probably 
first and foremost though, is their enduring ability to entertain. 
Although the stories were told centuries ago to entertain children, 
many were originally written for adults. In France, during the 
reign of Louis XIV, the fairy tale became fashionable among 
members of the court. Charles Perrault published Contes de ma 
mere l'oye' [Tales of Mother Goose] in 1697. He wrote his stories 
to amuse his children; unlike the elaborate tales of the Comtesse 
d'Aulnoy, they were told in a simple style. The fairy tales came to 
have a major influence on children's literature as their popularity 
spread. (Compton’s Encyclopedia. ( http://www.optonline.com/ 
comptons/ ceo/01588A.html). 
These folk and fairy tales are the very beginning of children’s literature as 
we know it today. Most folklore was probably aimed at a general audience of all 
ages, which children were sometimes a part of, as early books were generally 
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written for adults, and then only for the upper class. The first American books 
targeted for use with children were lesson books and conduct books that taught 
manners and morals. Hornbooks were among the first American lesson books 
and consisted of a printed page adhered to a paddle shaped piece of wood. On 
the page were the alphabet, a prayer, and other didactic material. Few children’s 
books were written in Colonial America and those that did exist were preachy 
and dull (The Children's Literature Web Guide. 
http://www.acs.ucalgaiy.ca/-dkbrown/. and today there exists a wide variety of 
children’s literature genres from which to choose. 
In conclusion, the question of whether Little Red Riding Hood’s image 
has changed is less significant than asking how it has changed. As with all things 
she has evolved over time. These changes are sometimes dramatic, sometimes 
subtle, sometimes nearly imperceptible. While change is inevitable, it is not 
necessarily a forward progression. Little Red Riding Hood’s images seem, at 
times, to take a step backward; her contemporary portrayals are at times 
stereotypically sexist. Yet the broader historical view of her depiction clearly 
charts a progression from her earliest literary beginnings as the prototype for 
proper social behavior (circa 17th century France) to, as this researcher interprets 
it, her contemporary Traditional, Modem, and Postmodern portrayals. The Little 
Red Riding Hood tale will likely continue to evolve, as it has for the past three 
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centuries, to coincide with popular intellectual thought, for Little Red Riding 
Hood has already withstood the test of time. 
Because hers is such a pervasive children’s story, authors and illustrators 
would do well to craft their future retellings carefully and thoughtfully. There are 
many factors that influence the young reader’s cognitive, social, and moral 
development, not the least of which is the available literature. Stephens contends 
that one way that children’s literature can contribute to the social and personal 
development of children is by effacing notions of cultural, class, or gender 
superiority. “Ordinary people can be represented in ordinary situations, not 
subjected to another culture’s tendency to emphasize exceptional members or 
heroes of the group or to depict situations and life-styles as exotic, on the one 
hand, or stereotypical, on the other” (Stephens, 1992, p. 51). 
It is critical then, to provide children with literature that respects the 
child and appeals to them on multiple levels; as intellectual stimulation, as 
entertainment, and even as bibliotherapy. Children deserve straightforward and 
honest information that is presented in a developmentally appropriate manner, 
without resorting to didacticism or condescension; literature that maintains the 
integrity of character development and plot, and presents its protagonists as 
interesting and multidimensional characters regardless of heritage, culture, 
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socioeconomic background, age, ability, gender, or sexual orientation, for only 
this literature is art. 
Recommendations for Further Research 
Little Red Riding Hood lacks what many female protagonists lack; an 
able mother who is clearly present throughout the story, both emotionally and 
physically. The protagonist’s mother, if included in the retelling at all, is 
presented only briefly in the very beginning of the story when she warns Little 
Red Riding Hood not to talk to strangers. The mother is never mentioned again. 
We sometimes see her in illustrated form, other times we just hear her voice as 
she speaks from another room or from behind a door, as in Tuba Lessons. 
Occasionally the author further removes the mother from the scene, merely 
making reference to her, stating instead that Little Red Riding Hood was warned 
not to talk to strangers. 
Little Red Riding Hood’s relationship is not with her mother, but with her 
grandmother. It is her grandmother that adores her and creates a red cape for her. 
It is her grandmother whom Little Red Riding Hood travels through the woods 
to see, and it is sometimes her grandmother who rescues Little Red Riding Hood 
from the wolf From a Freudian perspective, we might assume that Little Red 
Riding Hood’s grandmother represents waning sexuality, which she 
ceremoniously passes on to Little Red Riding Hood via the red cape. Little Red 
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Riding Hood would, of course, have to successfully separate (emotionally and 
physically) from her own mother in order to attain her independence as a sexual 
being. 
Mothers are absent from their children’s lives in many of the traditional 
fairy tales, either emotionally or physically or both. When the mother is present 
she is likely to be ill, poverty stricken, or otherwise unable to properly care for 
her children. When she is absent, children must make do with step-mothers, 
witches, or single fathers. 
From a literary perspective I am intrigued by the numbers of young 
female protagonists whose mothers are, in one way or another, absent from their 
lives, a trend that has endured. This is particularly evident in contemporary 
adolescent and young adult literature in which the protagonist is coming into 
sexual maturity. Plain City by Virginia Hamilton, Cherokee Bat and the Goat 
Guys by Francesca Block, Karen Kepplewhite is the World's Best Kisser by Eve 
Bunting, and Lyddie by Katherine Paterson are four of the many titles that come 
to mind. All three books feature teenage girls on the threshold of sexual maturity, 
and all three girls have mothers in varying degrees of absenteeism. In Plain City, 
the protagonist’s mother is an emotionally absent exotic dancer, and an enduring 
source of embarrassment for the protagonist. In Cherokee Bat and the Goat 
Guys, the protagonist’s mother is physically absent -traveling in South America 
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while the protagonist is home experimenting with her budding sexuality. In Karen 
Kepplewhite the protagonist’s mother is merely ambiguous. She is relegated to 
the background, only referred to, and then only occasionally, and might as well 
be omitted altogether. In Lyddie the mother is committed to an insane asylum 
where she eventually dies. These four examples of absent mothers in children’s 
literature are but a few; there are many more and I feel that this would make an 
interesting area for further research. 
Another area of inquiry that warrants further research are the 
circumstances that led Perrault to write books for an audience of children - if in 
fact that was his intent. He was among the first authors to create stories for the 
young reader. An examination of that particular point in history in which Perrault 
was impelled to write children’s books may reveal a deeper significance to the 
stories than this study has uncovered. Because Perrault had a specific interest in 
the child’s moral development, he must have perceived a need for this brand of 
literature, and may have been ahead of his time in thinking of childhood as a 
special time in human development that was quite separate from adulthood. 
Perrault was somewhat of a child developmentalist (albeit a misogynist one), 
which is a significant factor. 
Furthermore, the sheer endurance of the tales is a striking factor when 
one considers the copious children’s literature that has come and gone over the 
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years. An interrogation of young readers that asks why the tales are appealing 
might also make an interesting study. Additionally, studies might be conducted 
that analyze the Little Red Riding Hood tale using different filters rather than 
year of publication to categorize them, or choose additional Grimms’ tales to 
assemble a body of work that can be viewed through a post-feminist lens. 
Additional recommendations for further research include an examination 
of the mythic dimensions of the tales which tie them to ancient mythology. Of 
particular interest is the image of pigs in mythology and the possible connection 
to the postmodern retellings that present Little Red Riding Hood as a pig. 
This study, which examines the Little Red Riding Hood tale throughout 
its history, has suggested that the tale and its protagonist have indeed changed, 
but that the ways in which the tale has changed are not significant. The changes 
are evidence of popular thought within which are imbedded societal norms and 
ideologies. The words and pictures that authors and illustrators present to 
children carry significant weight and influence developing minds. Literary 
characters whose depictions transcend stereotypes serve to provide positive role 
models and provide inspirational reading material for all of us. 
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APPENDIX C 
ANNOTATED BIBLIOGRAPHY 
Ada, A.F. (1998) Yours Truly. Goldilocks. NY: Atheneum 
This is an unusual format; that of correspondence letters that are written 
among the community: Goldilocks, Little Red Riding Hood, The Three Pigs, The 
Three Bears, Peter Rabbit, Grandma, and the Wolves. Two wolf cousins, Wolfy 
and Fer O'Cious, get hold of an invitation from the Three Pigs, addressed to 
Little Red Riding Hood, who is invited to attend a house-warming party at their 
new brick home. The wolves plan their attack on the party-goers, and anticipate a 
sumptuous feast of the guests. However, Mother Bear saves the day with a 
counter-attack on the wolves. The last letter of correspondence is from the wolf 
cousins to the local furrier, asking if he can mend their tom coats and replace a 
tail. 
Argueta, M. (1998) Little Red Riding Hood in the Red Light District. 
Willimantic, CT: Curbstone Press 
This adult novel, detailing the relationship between two young lovers, is 
set in wartime El Salvador amidst political upheaval. Argueta’s book evokes 
themes and images from the story’s classic European counterpart. The red-light 
district refers to both sexual exploitation and the political violence in 1970’s El 
Salvador. 
Bartlett, T.C. (1997) Tuba Lessons. NY: Harcourt Brace & Company 
The young protagonist is a boy, about 5 or 6 years old, Anglo, and blue¬ 
eyed. As he leaves the house for his tuba lesson his mother warns him not to 
dilly-dally. In the woods he is pursued by a bear. He responds by playing a tune 
on his instrument, which calms the bear down. After falling into a hole, the bear 
rescues the boy with the help of all the woodland creatures. There are no words 
in this picture book other than those on the first and last pages. The text on the 
first page cautions the boy about dilly-dallying in the woods - advice that he 
ignores - which ends up getting him into trouble with the bear. On the last page, 
his tuba teacher reprimands him for being late. 
Bradman, T. and Chamberlain, M. (1988) Look Out. He's Behind You! NY: G.P. 
Putnam's Sons 
This retelling is a pop-up book that depicts Little Red Riding Hood’s 
journey from her mother’s house to her grandmother’s house. On each page the 
reader can lift a flap to reveal the hiding wolf. Upon arrival at her grandmother’s 
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house the wolf attacks, but the woodcutter steps in to save her. The 
grandmother, Little Red Riding Hood, and the woodcutter all sit down to eat. 
Broadley, M. (1965) Little Red Riding Hood NY: Playmore, Inc. 
This is a candy coated version set in a nonsensical sylvan landscape of 
pastel colored flagstone walks and polka-dotted mushrooms housing furry 
woodland creatures. The protagonist's clothing, her house, and all of the 
furnishings are embellished with pastel floral patterns. Following her mother's 
warning, "Jane", the protagonist, leaves the house with a basket of goodies and 
heads for her sick grandmother's house. On the way she meets the "woodman" 
and it is he to whom she directly reveals her plans, not the [other] wolf who sits 
listening nearby. The wolf hurries to Grandmother's house, places the 
grandmother in the wardrobe, and waits for Jane. Upon Jane's arrival, the wolf 
attempts to eat her when Jane's screams are heard by the woodman, and he 
comes to the rescue. 
Brooke, W.J. (1994) Little Well-Read Riding Hood, in Teller of Tales. NY: 
Harper 
Each chapters in this novel has for its themes, a traditional folk and fairy 
tale. In the first chapter, the "Teller", a court scribe, is reporting on the Emperor's 
clothing when he meets a young girl, and they develop a friendship. She becomes 
his assistant and delivers his monthly stories to the Prime Minister. By chapter 4, 
several years have passed, and both the Teller and the young girl are growing 
older. The "little girl", as she is called throughout the book, is having an 
argument with Teller, when she throws on her red cloak and leaves his house. 
She is on her way to her grandmother's to deliver a basket of cookies. Deciding 
to ignore her mother's warning, and take the short-cut through the woods, she 
meets a wolf, who inquires about the cookies. She is annoyed by the wolfs 
questions, as he is causing her undue delay. The wolf is frustrated at her for not 
being intimidated and for not handing over the cookies, so he leaps toward the 
basket. She turns and runs to grandmother's, but he beats her there. At 
grandmother's she comments on his big teeth, big nose, etc., and just then he 
leaps out of the bed, grabs the cookies, and devours them. Grandmother rushes 
in at that moment with a woodsman, and chops the wolf in half, revealing the 
cookies. 
Browne, A. (1989) The Tunnel. NY: Alfred A. Knopf 
Rose, the protagonist, and her brother are sent out of the house by their 
mother. They find a tunnel in an old abandoned junk yard which leads them to a 
frightening forest where the brother turns to stone. Rose’s nurturing restores him 
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to human form and together they return home. This is not a deliberate retelling of 
the Little Red Riding Hood tale, but one with strikingly similar imagery; Rose 
(Red) is sent away by her mother, she wears a red hooded coat, she sees wolves 
in the forest, on her bedroom walls there are pictures of Little Red Riding Hood, 
and she carries a fairy tale book with her. 
Dahl, R. (1982) Little Red Riding Hood and The Wolf, in Roald Dahl's Revolting 
Rhymes. NY: Alfred A. Knopf 
This humorous and irreverent retelling, written in poetry, portrays an 
aggressive Little Red Riding Hood who, unintimidated by the wolf, shoots him 
with her pistol, skins him, and makes a fur coat from the pelt. 
Emberley, M. (1990) Ruby Boston: Little Brown and Company 
Ruby is a red-cloaked, inner-city mouse who is sent to her grandmother's 
house with a batch of her mother's triple cheese pies. En route she encounters a 
"grimy reptile" who attempts to steal her pies, but a "well dressed" stranger 
comes to her aid. The stranger is a cat (the predator-wolf figure) who asks Ruby, 
"in a smooth velvety voice” where she is going. Ruby answers, and the cat beats 
her to granny's via taxi cab. Ruby stops to make a phone call, then proceeds on 
her way. When she eventually arrives at her grandmother's house, it is the 
neighbor, Mrs. Mastiff, who answers the door. Mrs. Mastiff is the dog that lives 
next to granny. Mrs. Mastiff reminds Ruby that it was wise of her to call ahead, 
and implies that the cat has been taken care of, so to speak, in this statement, 
'"Oh, he's . . . gone', said Mrs. Mastiff, burping softly". Ruby's granny comes 
down the stairs, and the three of them enjoy some tea and triple cheese pies. 
Enderle, J.R. and Tessler, S.G. (1995) What Would Mama Do?. Honesdale, PA: 
Boyds Mills Press 
The protagonist, Lily, bears little resemblance to the traditional Little Red 
Riding Hood in visual appearance; she is a young goose wearing a blue coat and 
hat. However, she is sent by her mother on an errand, warned to “be wary of 
scheming scoundrels”, and soon encounters a fox. The fox pursues her 
relentlessly, and Lily outwits him by convincing him to carry her packages. He is 
so overloaded with bundles that he falls down the hill and Lily escapes unharmed. 
Ernst, L.C. (1995) Little Red Riding Hood A Newfangled Prairie Tale. NY: 
Scholastic 
Little Red Riding Hood is a young Anglo girl who hops on her bike to 
take a batch of her favorite muffins to her granny's house. Her mother warns her 
not to talk to strangers on the way, but of course, she meets the wolf, and tells 
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him where she is going. Rather than in a forest, they meet on the prairie, and it is 
not Little Red Riding Hood that the wolf wants to eat, but her delicious muffins. 
He plans to beat her to granny's, steal the recipe, and then grab the muffins when 
Little Red Riding Hood shows up. He persuades Little Red Riding Hood to stop 
to pick flowers, allowing him to reach granny's house first. He finds a note stating 
that granny is out in the field, and when he finds her, she disciplines him harshly. 
The wolf is taken by surprise, and succumbs to granny's wishes. Granny decides 
to open a muffin shop and the wolf takes a job as baker, cashier, and dishwasher, 
which keeps him too busy to cause any trouble. Little Red Riding Hood uses her 
bike to make deliveries. 
Harper, W. (1946) The Gunniwolf. NY: EP Dutton 
This is an unusual story because the reader is confused about the 
protagonist’s heritage and of her landscape. She and her mother live in a dense 
tropical jungle, dress in robes, and speak dialectic English. When the 
protagonist’s mother leaves the home to travel to the village, the young girl is 
warned to stay away from the jungle. No sooner does her mother leave than she 
heads straight for the jungle to pick flowers where she is met by a wolf. She sings 
to the wolf, each time buying herself a little time to move closer to the safety of 
home, and eventually reaches it, unharmed. 
Hutchins, P. (1968) Rosie's Walk. NY: Scholastic 
This BIG BOOK with limited text is for beginning readers. Rosie is a 
barnyard hen who decides to go for a walk around the farm. A fox follows her, 
stalking her, and attempts to catch her, but is foiled at every turn. When Rosie 
passes the beehives, the fox accidentally tips one over and is chased away by the 
swarming bees. Finally, Rosie returns safely to her hen house just in time for her 
dinner. 
Hyman, T.S. (1983) Little Red Riding Hood NY: A Holiday House Book 
The protagonist, named Elisabeth, receives clearly detailed instructions 
from her mother before her departure to her grandmother's house. Elisabeth 
carries a loaf of fresh bread, some sweet butter, and a bottle of wine through the 
woods where she meets up with the wolf, just when "she had walked far enough 
into the woods to feel just a bit lonely". After convincing Little Red Riding Hood 
to waste time picking flowers, the wolf hurries ahead and arrives at the 
grandmother's house first. After eating the grandmother he consumes Little Red 
Riding Hood. Eventually a huntsman arrives at the house, "...where he finds the 
wolf fast asleep in the grandmother's nightgown and shawl, with a fat stomach 
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full to bursting". He cuts open the wolfs belly to release the two captives, and 
Little Red Riding Hood and her grandmother sit down to enjoy the goodies. 
Jones, E.O. (1948) Little Red Riding Hood. NY: Golden Press 
This retelling mirrors the traditional elements of the Little Red Riding 
Hood story, but comes off as a washed-out version that removes any and all of 
the uncomfortable elements of the original. 
Kitamura, Satoshi. (1987) Lily Takes a Walk. Farrar, Straus, and Giroux 
Lily is a girl who takes a walk through her neighborhood with her dog 
and protector, Nicky. Lily is young, blonde, Anglo, and dressed in a red shirt, 
socks, and shoes, and a blue skirt. Lily is unaware of the dangers that lurk in the 
neighborhood; trees with scary faces, garbage cans with big teeth, street lights 
that stare at her, monsters, bats and shadows everywhere. Only Nicky senses 
these threatening dangers in the streets. Lily walks for hours, stops at the grocer 
on her way home, and arrives home just in time for the evening meal. She tells 
her parents all of the nice things that she saw on her walk while Nicky sits in the 
comer, frustrated, thinking of all the dangerous and frightening things that he saw 
(or imagined)- things which Lily remains unaware of. 
Lacome, J. (1994) I'm A Jolly Farmer. Cambridge: Candlewick Press 
In this version, the young girl engages in dramatic play with her dog, 
pretending to be a variety of characters including a farmer, a scuba diver, and a 
princess. When, in her imagination she is a princess, and later as Little Red 
Riding Hood, the author illustrates her imagining herself as a girl. However, 
when she imagines herself as a farmer or scuba diver, she is male. 
Leedy, L. (1988) The Bunny Play. NY: Holiday House 
Several bunny rabbits decide to stage a play and agree on a musical 
rendition of Little Red Riding Hood. The book has a rather didactic feel to it and 
reads like a manual that takes the reader through the steps of putting on a musical 
production. 
Lowell, S. (1997) Little Red Cowboy Hat. NY: Henry Holt and Co. 
Set in the American Southwest, Little Red takes a loaf of homemade 
bread and ajar of cactus jelly to her sick grandmother. She sets off on horseback 
down canyons and across wide mesas to her grandmother's ranch several miles 
away. She meets the wolf when she stops to pick flowers and, sensing impending 
danger, gallops off on her horse, but not before shouting out the answer to his 
question, "To Grandma's house!". The wolf beats her to the house and climbs 
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into the bed to await Little Red's arrival. Just as he lunges toward her, Little 
Red's grandmother comes in from chopping wood to rescue her. Together, they 
mount their horses and gallop off*, chasing the wolf off their property. Finally they 
sit down to enjoy the bread and jam. 
McKissack, P. (1986) Flossie and the Fox. NY: Dial Books 
Flossie, the protagonist is a 5 or 6 year old African American child in 
rural Tennessee. Her mother sends her to a neighbor's quarters to deliver a basket 
of eggs, warning Flossie about the fox, and cautioning, "Don't tarry now". Flossie 
meets the fox in the woods, yet isn't frightened of him; not until he can prove to 
her that he's a real fox. The fox follows Flossie all the way to the neighbor's 
quarters, frustrated with Flossie's bold, brave demeanor. At the neighbor's place, 
a hound comes to chase the fox off the property, and Flossie safely delivers the 
basket of eggs. 
McNaughton, C. (1994) Suddenly!. Orlando, FL: Harcourt Brace 
Preston is a young pig, dressed in red and white striped overalls, who is 
instructed by his mother to stop at the grocery store on his way home from 
school. Preston is on his way home when he suddenly remembers his mother's 
instructions, turns around to head for the store, thereby narrowly escaping an 
attack by a hungry wolf. He escapes again while shopping, and he suddenly 
remembers that he has left the shopping money in his desk at school, turns 
around, and heads back to the school. Throughout the book, Preston narrowly 
escapes the repeated wolf attacks via sudden changes in his normal routine. The 
books ends when Preston arrives home safely in his mother's arms. 
Meddaugh, S. (1995) Hog Eve. NY: Walter Lorraine Books 
A young pig misses her regular school bus, and gets picked up by the 
wrong bus which lets her off in a strange place. She decides to take the path 
through the woods to get back home. No sooner does she enter the woods than 
she is abducted by a wolf. She uses her reading ability to outwit him before she is 
eaten, and returns home safely to tell her family the story. 
Montresor, B. (1991) Little Red Riding Hood. NY: Doubleday 
This is a deliberate retelling of the original Perrault tale wherein Little 
Red Riding Hood disrobes, climbs into bed with the wolf, and ends up in his 
stomach. Neither she or her grandmother are rescued, and no details are glossed 
over. 
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Numeroff, L. (1997) The Chicken Sisters. NY: Harper Collins 
Three sisters with annoying habits allow a wolf into their home. No sister 
ever complains about the other sisters’ particular exasperating habits, but are 
always polite and refrain from protesting. They are unintelligent and never 
understand the danger of letting the predator into their home. They 
unintentionally run him off, mostly by inadvertently annoying him and 
accidentally hurting him. 
Owens, L. (Ed.) (1981) Little Red Riding Hood in The Complete Brothers 
Grimm Fairy Tales. NY: Gramercy Books 
This is a complete collection of the stories transcribed by the Grimm 
Brothers 1812 publication. Each purportedly "authentic" translation of a Grimm's 
fairy tale differs slightly, however, the basic elements of the story are the same: 
Little Red Riding Hood is a young girl, loved by everyone, and especially by her 
grandmother, who sewed the red cloak for her, hence, the nickname Little Red 
Riding Hood. One day her mother instructs her to take wine and cake to her 
ailing grandmother. The mother warns Little Red Riding Hood to stay on he 
road, and be polite to everyone she sees. She meets the wolf in the woods and 
tells him where she is going. He thinks that she and the grandmother would make 
a fine meal, and persuades her to stop to pick flowers while he runs ahead to the 
grandmother's house. The wolf arrives at grandmother's house and eats her. Then 
he waits for Little Red Riding Hood. When she arrives they engage in 
conversation; "What great eyes you have got", and so on. The wolf eats Little 
Red Riding Hood, then lays on the bed satiated. He falls asleep and snores so 
loud that a nearby woodsman hears the snoring and enters the house to check on 
the grandmother. Seeing the wolfs bulging stomach, he slits the wolf open, 
freeing Little Red Riding Hood and the grandmother. The three sit down to share 
the wine and cake. Little Red Riding Hood, reflecting on the experience remarks, 
"I will never go out of my way to run in the wood again, when my mother has 
forbidden me". 
Philip, N. (Ed.).(1998) Rosy's Journey in American Fairy Tales.tp. 92-104). NY: 
Hyperion 
Rosy, the protagonist, is depicted as a 7 to 9 year old, Anglo girl. After 
the death of Rosy's mother, she sets out on a journey to find her father who is a 
miner in the hills. The townspeople give her a basket of food and a red cloak, and 
send her on her way through the wood. Rosy travels for days, encountering 
woodcutters, crossing rivers and desserts, and always helping the unfortunate 
animals that she meets on her way. When Rosy gets herself into trouble and 
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needs help, the animals are always there to repay her kindness. She is eventually 
reunited with her father. 
Schertle, A. (1995) Down the Road. NY. Browndeer Press 
The African American protagonist, Hetty, is sent to collect eggs from her 
neighbor, Mrs. Birdie. Her mother warns her not to dilly-dally, and to be polite to 
Mrs. Birdie. However, Hetty does dilly-dally by picking apples, and accidentally 
tips her basket of eggs, breaking every one. Not knowing what else to do, she 
climbs the apple tree and waits. Eventually her father and mother come looking 
for her and together they eat some of the juicy apples. This differs slightly from 
the traditional tale because there is no predator, and Hetty is sent to gather food, 
rather than to deliver it. 
Scieszka, J. (1992) Little Red Running Shorts in The Stinky Cheese Man and 
Other Fairly Stupid Tales. NY: Viking 
This stylized and abridged version of the tale is part of a larger collection 
titled, The Stinky Cheese Man and Other Fairly Stupid Tales. The story features 
as its main character the acerbic and irascible Little Red Running Shorts, along 
with the Wolf and the narrator Jack. It is an irreverent rehashing which bears 
little resemblance to the original. There is nothing submissive about the 
protagonist who appears confident and self-assured as she arrogantly delivers one 
line of monologue to the wolf after beating him to granny's house, "My what 
slow feet you have". Following her line. Little Red Running Shorts and the Wolf 
engage in an argument with the narrator concerning the story line, and the two 
main characters walk off the page. "Let's go", says the Wolf, and Little Red 
Running Shorts replies, "We're out of here". The two characters are seen walking 
away (together!), disgusted, from the story. The message conveyed here is one of 
an egalitarian relationship. Little Red Running Shorts and the wolf are not 
competing against one another, but join forces against the narrator with whom 
they have a difference of opinion. 
Shane, H.G. and Hester, K.B. (1960) Little Red [picture of red hood]: French 
Folk Tale, in Tales to Read. River Forest, IL: Laidlaw Brothers 
This Rebus Book version is typical of the stylized and candy-coated 
versions of the 1950’s and 60’s. There is little in the way of story line, but it is 
nevertheless, a retelling of Little Red Riding Hood’s tale. 
Steig, J. (1998) Little Riding Hood, in A Handful of Beans. Harper Collins 
This retelling follows the traditional version of the tale closely combining 
classic Little Red Riding Hood imagery such as the little girl in the red cloak, the 
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wolf in the forest, the woodcutter, and the grandmother's house, with humorous 
and updated illustrations by William Steig. Little Red Riding Hood takes a 
custard pie to her sick grandmother at the request of her mother and is warned to 
"stay on the path, keep your wits about you, say good morning nicely, and don't 
go snooping into every comer". No sooner does she enter the forest, than she 
meets the wolf who questions her about her destination. She tells him, of course, 
and he considers eating her on the spot but refrains because there are 
woodcutters nearby. He entices her to dilly-dally by picking flowers and beats her 
to granny's where he promptly gobbles up the grandmother. He also eats Little 
Red Riding Hood shortly after she arrives. Fortunately, the woodcutter passes 
the house and, hearing the wolfs snores remarks, "The old woman is snorting 
like a hog. perhaps she's come down sick again". He enters the house, discerns 
that the grandmother must be in the wolfs belly, and slits the wolfs stomach 
open. Out come Little Red Riding Hood and her grandmother. Little Red Riding 
Hood then runs outside to gather stones to stuff into the belly of the sleeping 
wolf. This is an interesting detail that is largely omitted from modem versions. 
The grandmother sews the slit up, and the wolf, upon waking, tries to run but the 
stones are so heavy that he falls down dead. The Grandmother, the woodcutter, 
and Little Red Riding Hood sit down to enjoy the custard pie. 
Steig, W. (1976) The Amazing Bone. NY: Farrar, Strauss and Giroux. 
Pearl is a preadolescent pig who "dawdles" on her way home from 
school, stopping to observe adults at work and thinking about growing up. 
Eventually Pearl comes to a clearing in the forest where she sits to ponder the 
day's events. She feels herself changing into a flower, maturing into a young 
woman when suddenly she is startled by a voice coming from a bone lying by the 
tree. The bone explains to Pearl that it fell from a witches basket. Together Pearl 
and the bone fend off robbers and the wolf. Pearl takes the bone home to meet 
her family and they all live happily ever after. 
Stevenson, H. (1997) Big. Scary Wolf. NY: Clarion Books 
Rose (Red) hears scary noises in her bedroom at night, and imagines a big 
wolf hiding under her bed. She calls for her father who “rescues” her by 
discouraging her over-active imagination 
Strauss, G. (1990) The Waiting Wolf in Trail of Stones. NY: Alfred A. Knopf 
This poem is illustrated by Anthony Browne (The Tunnel) and written for 
a mature audience. It describes the wolfs anticipation of Little Red Riding 
Hood’s arrival in the moments before she gets to her grandmother’s house. His 
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thoughts and his expectations are sexual in nature as he imagines her crawling 
into bed beside him; her soft skin, her fingers unfurling... 
Vozar, D. (1993) Yo. Hungry wolf. NY: Doubleday 
This is a collection of retellings of traditional nursery rhymes and fairy 
tales, all featuring a wolf, told in an updated 1990's rhyming rap style; Little Red 
Riding Hood, The Three Little Pigs, and The Boy Who Cried Wolf. In Little Red, 
as the story is titled in this collection, the wolf is hip. Dressed in a purple suit and 
a loud tie, he sports one gold hoop earring. The story line follows that of a 
typical Little Red Riding Hood tale; the wolf meets Little Red Riding Hood in the 
woods, beats her to Granny's house, and locks Granny in the closet. He tries to 
eat the girl but she is saved by a woodsman who then runs the wolf out of town. 
Watts, M. (1950) Little Red Riding Hood. Racine, Wisconsin: Marigold Press 
It is not Little Red Riding Hood's mother who sends heron an errand, but 
Little Red Riding Hood herself who suggests that she visit her sick grandmother. 
The mother agrees and packs some goodies, reminding Little Red Riding Hood 
to "Keep to the path, child. Don't loiter along the way. And don't talk to 
strangers. Little Red Riding Hood meets the wolf and conveys her destination to 
him. The wolf precedes her to grandma's where he dresses in grandma’s clothing 
after chasing her off. He lunges for Little Red Riding Hood when she arrives, but 
she runs away, right into the woodcutter's arms. The woodcutter chases away the 
wolf and the three then enjoy the goodies. 
Young, E. (1989) Lon Po Po. NY: Philomel 
This is a Little Red Riding Hood tale with a twist. In this version three 
young girls stay at home, while their mother goes to grandmother's house to get 
food. In her absence, she warns the girls to latch the door at night. A wolf visits, 
disguised as Po Po (grandmother) and tries to gain entry into the house to eat the 
girls. The girls outsmart him, however, and are safe until their mother returns 
with the food. 
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APPENDIX D 
DATA COLLECTION TOOL 
Author / Illustrator. Title. Publisher. Date: 
Genre: 
LRRH Theme/Motif: 
□ Overly curious, naive, or dimwitted female protagonist 
□ Victim/predator tale 
□ Cautionary tale (an initial warning is given to protagonist) 
□ Other 
SUMMARY: 
of Protagonist: 
CRITIQUE: 
of Text: 
of Illustrations: 
of Literary Motif: 
of Other Characters: 
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